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Abstract
Why does the popularity of different music genres change over time? How are 
new music styles developed and how do they gain mainstream status? This 
thesis addressed these questions with a social simulation to explore the 
relationship between music subcultures and genres. This used a version of 
the ‘history friendly’ approach: two case studies were qualitatively analysed 
and these results formalised into two simulations, the outputs of these were 
then compared back against the original case studies. This method enabled 
the models to be validated at the micro and macro levels.
The case studies are the Northern Soul and House music genres and 
subcultures. These DJ based subcultures were analysed using secondary 
data describing their histories, collected using a systematic review technique. 
The Northern Soul scene was chosen as it has a simple history of a rise and 
fall in the popularity of the scene and involved listening to old records not 
producing new ones. The analysis identified four stages in this history: 
gestation, growth, spurt and decline. The House scene has a more 
complicated history as members produced new records. The scene grew in a 
similar way to Northern Soul, but after the spurt phase fragmented and split 
into new subgenres such as Ambient and Progressive House. This 
fragmentation process continued with new genres being developed, one of 
which was Jungle.
The thesis used a complexity theory framework to identify local ‘bottom up’ 
rules of interaction between agents. From the qualitative analysis a theory of 
subcultural dynamics was derived. The main points of this argue that agents 
gain subcultural capital from participating in a scene, which is related to a 
taste area, and that agents prefer to associate with those of similar levels of 
subcultural capital and distinguish themselves, using their tastes, from those 
of higher or lower levels. The model was a formalisation of this theory and 
produced the same dynamics of the popularity of both scenes at the micro 
and macro level and it was concluded that they provide evidence that these 
rules could explain the changes in popularity observed.
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Chapter 1 : Introduction, Complexity and Social 
Simulations
Introduction to the Thesis
This thesis addresses the questions of how and why the popularity of music 
based subcultures changes overtime and how new musical styles are 
developed. British people are investing more of their time and money into 
these activities and the number of subcultures and music genres is increasing. 
Sociological theory has focused on explaining a subculture at a point in time 
and cannot account for the dynamic changes in popularity over time, nor the 
development of new music. As such this is an interesting topic which is 
relevant to the activities of a large number of people and where there is a gap 
in the literature.
To analyse this topic the thesis presents a study of the dynamics of Disc 
Jockey (DJ) subcultures, these are subcultures whose focus is the music 
played by a DJ at club events, and looks at the case studies of the Northern 
Soul and House subcultures and genres. The study uses a social simulation 
methodology to produce models of these systems. The first section of this 
chapter introduces the main aims of the thesis, the topic of the thesis and 
some of the sociological questions that remain about this topic. The second 
section provides an overview of the complexity theory approach to defining 
and studying a social system and some of the identified features of this 
theory. The final section introduces social simulation methodology and 
presents some examples of this technique relevant to this study.
Aims
This thesis has two broad aims, the first is to develop a social simulation of 
the case studies in order to gain further understanding of the dynamics of 
these social systems. The second is to develop and assess an appropriate 
social simulation methodology. Social simulation is a relatively new 
methodology to be used in the social sciences and is still developing. It
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involves recreating a simplified version of a social system as a computer 
program and studying this artificial system; a full introduction to social 
simulation is given in section 3. Social simulations allow for the dynamic of 
time to be introduced and studied and so can focus on social change. The 
theoretical basis for social simulation is complexity theory, which argues that 
dynamic social systems are non-linear and should be described in terms of 
the local interactions of agents, that is on the micro scale. An introduction to 
complexity theory is given in section 2.
To assess this methodological and theoretical approach the substantive area 
of popular culture is studied, to show how the popularity of various aspects of 
popular culture changes over time and how new types of popular culture 
emerge. This is studied with examples from the music sphere of popular 
culture and examines the ongoing relationship between subcultures and 
genres. The thesis used two case studies of DJ based subcultures and music 
genres to analyse and model. These are Northern Soul and House, whose 
histories are described below.
Problem and target systems
There has been a huge increase in the consumption and use of popular 
culture over the last century and correspondingly an increase in the study of 
this phenomenon (Goldthorpe, Lockwood et al. 1969; Storey 1994). Figure 1 
shows data from the British Phonographic Industry’s (BPi) statistical 
handbook, which show that sales have doubled since the early 1980s and 
that, except for a dip in the early 1990s, growth has been fairly continuous 
between 1980 to 1996, where a plateau of consumption appears to have been 
reached. Within the field of music there has been an increase in the number of 
musical genres (BPI 2002), in the number of people who participate in these 
activities, in the amount of their lifespan that people participate in popular 
culture (Ramnath 2003), the number of records produced (BPI 2002) and 
correspondingly the size and power of the music industry.
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Figure 1.1 : Value of UK music sales at 2001 prices.
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Figure 2 shows sales figures from 1991 to 2001 of different music genres1. 
This shows that the dance genre has been in decline throughout the 1990s, 
with a small resurgence in 2000 and that the rock genre has had a similar, but 
less dramatic, decline. This demonstrates that taste, as represented by 
cultural consumption, changes overtime. The Reggae genre has a small 
percentage of sales but had a brief increase in 1993 and 1994. Both R&B and 
Hip-hop are developing genres whose sales jumped dramatically initially and 
then flatten out to a stable percentage of the market. From this it can be seen 
that sales of one genre may affect another, for example the decline in pop 
sales in 1994-5 corresponds to an increase in Hip-hop sales, suggesting that 
tastes may have changed from one genre to the other.
1 The problems with accepting fixed genre definitions are discussed below and in Chapter 3.
Figure 1.2: Singles sales by genre
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This simple overview raises the question, why does the popularity of different 
genres change overtime and can we understand and predict changes to 
these levels of popularity? Related to this is the question of how do new 
genres develop and how do these affect the overall popularity of existing 
music genres? Before these questions can be explored we need to ask, what 
are culture, subcultures and genres?
Culture and Popular Culture
To start addressing this subject the first difficulty faced is to define what 
exactly culture is. The problem is to encapsulate such a broad area in one 
definition and to provide a definition that is not dependent on the theory that 
produced it. Williams (1983:87) suggests three broad definitions:
1. A general process of intellectual, spiritual and aesthetic 
development.
2. A particular way of life, whether of a people, a period or a group.
3. The works and practices of intellectual and especially artistic 
activity.
The term ‘process’ in the first part of this definition emphasises the changing 
nature of most cultures, they develop (although ‘change’ might be a more 
precise description as ‘develop’ implies improvement which is a subjective 
matter). The second inclusive description suggests that culture is all aspects 
of what people and groups do, their behaviour. The third emphasises the 
works produced by the behaviour of members of groups, although intellectual 
and artistic would seem to be sub-categories of cultural production, not a 
limitation on the types of works that can be produced. From this we can 
formulate a broader definition of culture as the behaviour and the creations of 
a person or group at a period in time, and their changes. In this definition the 
term culture is applied to both the cultural texts produced by individuals and 
the behaviour of individuals. This thesis refers to the former as cultural 
artefacts and the latter as cultural behaviours.
To clarify meaning in the discussion of the music sphere of culture the two 
aspects identified above, behaviour and artefacts, are separated. A collection 
of artefacts are referred to as a genre, whilst the group of actors performing 
the behaviours associated with the area of cultural activity are referred to as a 
subculture. In popular usage the labels used to describe the case studies, 
Northern Soul and House, apply to both the music produced and the fans of 
this music and their behaviours. The term scene is also used to refer to a 
subculture.
Defining different areas of culture highlights one of the problems this thesis 
addresses. Cultural aspects are generally broken down into sub-categories, 
for example music, religion, sport, which can be viewed as fuzzy, non­
exclusive2 labels that select a subset of activities from the global group of all 
possible cultural activities. The origins of these labels can be from the method 
of communication, for example, literature referring to a type of written word
2 Non-exclusive because an activity can be a member of more than one group, for example 
choral singing would be labelled as music and religion.
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and music to rhythmical auditory forms, or a variety of other factors. For 
example, the ‘popular culture’ label would literally divide this space into that 
which is consumed by however many people are deemed enough to reach a 
popular level, which includes the mainstream and excludes all manner of 
specialised niches. But the traditional view of popular culture, generally 
espoused by those attached to ‘high culture’, is that it is everything else 
except ‘high culture’. This thesis examines why these views are held and the 
relationship between individual representations of the world and how they are 
socially shared to create semi-consistent social meaning.
Interpreting Music
The cultural category that this thesis will focus on is that of music, which has a 
rigid social definition, and is defined here as ‘any type of activity performed 
around any type of event involving sound’ (Fabbri 1980:1.1). This includes the 
producers and consumers of cultural artefacts in the form of sounds (be it live 
or recorded etc.) as well as the fashions and tastes they expound. The 
category is not limited to actual music produced, but all of the information 
about the producers, consumers and critics and the effects and uses that this 
information is put to. Specifically within this sphere this thesis examines how 
genres are developed and defined by individuals, how these spread and grow 
and relate to subcultures. Starting with individuals and looking at how they 
react with and use the information, this thesis argues that taste judgments are 
heavily socially influenced and can be seen to be one aspect of the self- 
organising nature of social groupings.
The focus of this study moves away from the traditional approach of seeking 
to interpret individual texts in the ‘correct’ way and instead will ask, how do 
people use popular culture and what use is it to them? And, on a social 
dimension, what are the structural effects that these uses create within 
society? This approach is not denying the importance of the information 
contained within these texts or the ideological and behavioural effects they 
have in their relationship with individuals, but the concern of this thesis is the 
social context within which individuals interpret different texts and the 
historical development of these texts. Every individual has their own
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representations of the world and so interpretations can only be individual, no 
matter how commonly they are shared throughout society, and so views are 
always going to be based on an individual’s viewpoint. This work 
acknowledges this and looks at the varied, individual readings people have 
and asks how they are conceived and maintained.
Whilst focussing on music, this thesis looks at the social mechanisms of 
society across a wide range of cultural categories. The difficulty in researching 
these questions is that people have knowledge of what they do and their own 
personal theories as to how they relate to cultural artefacts, but these tend to 
be interpretative (Sperber 1996) and based on the individual’s theoretical 
views of the world, for example that taste is learned. One method to address 
this is to use a simulation as a social laboratory (Epstein and Axtell 1996), 
within which hypotheses on how individual and social representations of 
cultural information may develop can be examined. These hypotheses can be 
developed from various interpretative data sources (biographical, interview, 
observation) and then specified formally. This formalisation allows the affect of 
these hypotheses to be specified and studied in purely mathematical terms, 
and so limits the interpretative bias in the study.
The use of simulation in social research gives the potential to test, or at least 
examine, hypotheses of social behaviour. However care must be taken, the 
space represented by the possible rules of agent interaction is huge and the 
dynamic aspect of simulations quickly creates a vast number of possible 
states and histories. When the aim is to increase understanding of society and 
social mechanisms then the argument about the validity of the assumptions in 
the simulation need to be strongly tied to the real world. With this in mind the 
thesis has developed its theory from other theories based on research and 
uses case studies on the development of Northern Soul and House 
subcultures to validate and challenge findings.
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Case Studies
This thesis examines Northern Soul and House as two examples of record 
based music genres and their associated subcultures. Northern Soul was 
chosen as a simple example of a culture where the popularity of the genre 
increased and fell in relative isolation to other music genres. The case study 
of House music has been chosen as a more complex example of a music 
culture where it develops from an original genre into further subgenres. Both 
examples represent identifiable genres and subculture groupings, whose 
histories have identifiable starts, and progression has occurred within recent 
memory, so further research will still have access to potential participants. The 
main data used are journalistic books covering the history of these scenes or 
the history of the disc jockey. The concerns about using this data as a source 
are discussed in the methodology section.
This thesis examines the history of Northern Soul as presented in the texts by 
Winstanley and Nowell (1996) Brewster and Broughton (1999), Wynne (2000), 
Nowell (2001), Levine (2003). In summary the scene started in 1963 and grew 
in popularity until 1975 before a steep decline, when it effectively ended as a 
scene. The scene’s taste was for rare soul records from the US which had 
been made in the 1960s and so new records were discovered rather than 
made. The scene’s culture placed a high importance on record knowledge 
and rarity of records played. Its members were predominantly white, working 
class youths who travelled long distances to a few select clubs where they 
danced frantically all night to fast repetitive beats. The Northern Soul fans 
wore baggy clothes and took speed (amphetamines) which helped them keep 
dancing all night. The fans were passionate about their music and had an 
extensive knowledge of the scene and its music.
This thesis examines the history of House music as presented in the texts by 
Collin (1997), Garratt (1998), Brewster and Broughton (1999) and Bidder 
(2001). In summary the source books describe the development of what has 
now become known as ‘House’ music as follows. House music rose from the 
ashes of the Disco scene within the marginalized homosexual/coloured
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communities in the US in the late 1970s. The scene gradually combined drug 
use and new styles of mixing and producing records to develop a new style of 
music. This was centred in the nightclubs ‘Warehouse’ in Chicago and The 
Paradise Garage’ in New York. The increasing availability and decreasing 
price of electronic musical equipment, such as drum machines and samplers, 
enabled ordinary clubbers to experiment with making music. Clubbers started 
producing records which were then played within the clubs, where they were 
tested for dance-floor reaction and simultaneously advertised to the 
consuming audience.
Whilst the scene did not take off in the US it was gradually introduced into the 
UK throughout the 1980s by A&R3 scouts. The scene was first introduced into 
the UK with the combination of MDMA (Ecstasy) and House music in small 
venues, with London and Manchester being the main seeds for expanding 
scenes. The movement began to gain an increasing number of participants 
and organisers as the combination of word of mouth and press coverage 
increased awareness of the good time to be had; and the large sums of 
money to be made (from events and drug dealing). From a gradual start the 
scene burst into the mainstream in 1989, christened the ‘second summer of 
love’ when illegal raves were held throughout the countryside introducing 
Ecstasy and House music to the masses. This started an ongoing battle 
between organisers trying to hold events and the police trying to stop them. 
Initially the organisers were successful but gradually, with increased 
resources and new legislation, the police became successful at preventing 
events.
Gradually this once underground, illegal scene, moved into the mainstream. 
Increasing numbers of records reached the charts and the legal financial 
rewards became apparent. Producers and artists were signed to record 
labels, pirate radio stations such as Kiss were granted licences, DJ’s moved 
from pirate radio to mainstream national ones and select clubs were granted 
late licenses. The rave-based scene became transformed into a club-based
3 Artist and repertoire
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one. The genre has achieved a place in the mainstream charts alongside 
genres with longer histories such as rock and indie. Meanwhile, under the 
umbrella term of ‘House’, subgroups and new genres have continued to 
develop, for example Ambient House, Jungle and Break-beat.
The next section of this chapter introduces the complex systems approach 
and its relevance to the study of social systems.
Complex Systems
The complex systems or complexity4 approach can best be seen as a 
collection of theoretical assumptions and system features. It is difficult to 
define as the features and methodologies employed are non-exclusive and so 
not all have to be present for the study to be of a complex system. The main 
theoretical assumptions of a complex systems approach are a holistic 
approach to studying systems, focusing on non-linear systems whose 
dynamics are created by local interaction from the bottom up. A common 
methodology of a complexity approach is the use of computational methods to 
model and understand these systems. Social simulations are a subset of 
these computational methods and so share similar histories. As Goldspink 
observes below, with reference to non-linear systems, the development of 
computation methods has enabled new approaches to study non-linear, and 
complex, systems. The ability to study these systems has increased interest in 
them creating a feedback loop of interest and development.
To a very large degree the increased adoption of computational 
methods has been fuelled by, and has in turn fuelled, interest in the 
behaviour of non-linear systems. (Goldspink 2002:1.1)
Complex systems are systems made up of network of a large number of 
interacting agents, each making individual decisions based on the information 
they have. It is argued (Cilliers 1998; Casti 2002) that from these local 
interactions between agents the coherent behaviour of the system arises.
4 Also sometimes referred to as Complexity theory, though, as there is some debate as to 
whether it is really a theory, this term is not used.
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Thus the overall behavior of the system is the result of decisions made by 
many individual agents.
The three most commonly used examples of complex systems are the brain, 
society and the economy. Its is becoming increasingly understood that the 
brain is a complex network of more than 100 billion neurons, the reactions 
between which are claimed to create consciousness, perception and all the 
traits which make up a single human. A complexity approach argues that 
reactions between neurons on this scale can contain information, learn 
knowledge and come up with new methods of solving problems. The novel 
feature of the complex systems approach is that it is suggested (Gell-Mann 
1994) these systems work ‘bottom-up’, that is local level rules of interaction 
between agents, in this case neurons, cause the behaviour, not a central 
processor, such as in a conventional computer. Holland argues that networks 
can contain information in a non-representative and distributed format. A 
consequence is that often the network is robust, as it can still operate if part of 
it becomes damaged.
The enigma of these networks is their huge number of possibilities, for 
example take a chess board with its 8x8 board and 32 pieces. A reductionist 
approach to analysing chess would try to explore all the possible moves and 
work backwards to the best moves. But this is impossible to calculate with 
present and predictable levels of computer technology, as the total number of 
moves in chess is calculated at 10e50, which is substantially more than the 
number of atoms in the whole of the planet earth (Holland 1998:37). Yet the 
actors in society have a far wider set of options and potential moves and 
somehow manage to navigate this space. A subgroup of complex systems are 
complex adaptive systems (CAS) and it is argued (Wolfram 1986; Marion 
1999) that the features of complex systems enable these systems to navigate 
the space of virtually infinite options and learn and get better at them.
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This section first looks at the history of the study of complex systems and 
attempts to define their properties. Then the main features of complex 
systems which are relevant to its application to the social domain are 
introduced, these are emergence, state space and self-organisation.
What is a Complex System?
The science of complexity primarily emerged from the Santa Fe Institute in the 
1980s (Lewin 1993) and from the expansion of Chaos theory (Gleick 1987). 
The main hypothesis of complexity theory is that the relatively simple, local 
interactions between large numbers of agents result in complex patterns of 
non-linear behaviour and that the resulting patterns have similarities across a 
wide range of disciplines from biology and physics, to economics and 
sociology (Waldrop 1992). As stated the complexity approach argues that 
these systems work ‘bottom-up’, that is local level rules of interaction between 
actors cause the behaviour, not a central processor, such as in a computer. 
Lewin (1993) makes a bold claim about the potential power of complexity:
This revolutionary technique can explain any kind of complex 
system -  multinational corporations, or mass extinctions, or 
ecosystems such as rainforests or human consciousness. All are 
built on the same few rules. (Lewin 1993:2)
Complexity moves away from the traditional Newtonian view of linear science 
where everything can be ascribed to universal causal laws. In this traditional 
method of positivist research the aims is one of reduction ism, where gaining 
further understanding of each individual part of a system will give complete 
understanding of the system itself. This approach has been very successful in 
analysing and developing complicated systems, but is not appropriate for 
complex systems. Cilliers (1998) divides systems into complicated and 
complex. Complicated systems are essentially linear systems, where a 
complete knowledge of the operations of each part of the system give an 
overall knowledge of how the system works, for example an airplane or a 
television. By comparison it is claimed that a complex system constitutes 
more than the sum of its parts, that the reactions between components of the
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system give rise to non-linear outputs of the system. Cilliers comments on the 
difference -
I’ve have heard it said (by someone from France of course) that a 
jumbo jet is complicated, but a mayonnaise is complex. (Cilliers 
1998:3)
Definitions of complexity are problematic because of the variety of disciplines 
and systems the term is applied to; the individual’s perspective frames how 
they define complexity. Casti (1994) approaches the problem by describing 
some characteristics that separate simple systems from complex systems. 
The characteristic differences between simple and complex systems as 
outlined by Casti are:
• Predictability of behaviour - Simple systems show no surprises, small 
perturbations to the system produces predictable behaviour. If we drop 
a ball it falls to the ground every time. Complex systems however are 
full of surprises, small perturbations produce unexpected and 
sometimes counterintuitive behaviour. For example lower taxes and 
interest rates can sometimes lead to higher unemployment.
• Interactions and feedback/feedforward loops - Simple systems have 
small number of subsystems that interact and less feedback between 
subsystems. This makes the system less flexible and tends to limit the 
behaviour of the system. The complex system has many dynamically 
linked subsystems with feedback/feedforward loops that make the 
system more flexible and allow for a much wider range of behaviour. 
For example, an investor decides to buy a certain stock. The act of 
buying the stock causes the price of the stock to fluctuate. Other 
investors notice the fluctuation and decide to buy/sell shares of the 
stock which also causes fluctuations in price, and so on.
• Decomposability - Since the components of a simple system interact 
weakly we can disconnect one or more of the components and the 
system will behave more or less as it did before. A complex system
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with its high degree of interaction is very sensitive to these changes. 
Disconnecting any part of the system will produce drastic changes in 
the system’s behaviour.
A more detailed description is given by Cilliers (1998) who presents the 
following list of features of a complex system.
1 ) Complex systems consists of a large number of elements
2) The elements have to interact and this interaction must be dynamic.
3) This interaction is fairly rich i.e. any element in the system influences 
and is influenced by quite a few other ones.
4) These interactions are non-linear, this is a precondition for a system 
to be complex.
5) The interactions usually (although not always) have a short range i.e. 
between neighbours.
6) There are feedback loops within the interactions -  the effect of any 
action can be fed back to the originating element. These can be 
positive - enhancing and stimulating or negative - inhibiting and 
detracting.
7) Complex systems are normally open systems -  that is they interact 
with the environment.
8) Complex systems are never in a state of equilibrium. There has to be 
constant flow of energy -  reactions -  to maintain the organisation of 
the system and ensure its survival.
9) Complex systems have a history -  their past is co-responsible for 
their present behaviour.
10) Each element of the system is ignorant of the behaviour of the 
system as a whole. In social systems this can be seen in the concept 
of ‘bounded rationality’ where social actors have limited knowledge of 
the social system. In non-human systems it means that each element 
only has limited information about the state of the other elements in 
the system.
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The next section outlines some of the features of complex systems -  
emergence, self-organization and attractors.
Emergence and Self-organization
Emergence is one of the key ideas that come under the area known as 
Complexity theory. It is concerned with the macro level features of a system 
built up of micro level interactions. Gilbert and Troitzsch (1999:10) defines 
emergence as: “a phenomena is emergent if it requires new categories to 
describe the behaviour of the underlying components”. Gilbert and Troitzsch 
(1999:11) compare this to the Durkheimian idea that social phenomena are 
external to individuals, that is the phenomena requires a new category to 
describe its behaviour from the ones describing the actions of the individuals.
Anderson (1988) presents an example of emergence in a complex system. A 
single water molecule is simple affair, having just two hydrogen atoms and an 
oxygen one, and its behaviour is predicted by well-understood equations of 
atomic physics. Yet, if you get a lot of water molecules together you get water, 
which has the property of liquidity -  a property that was not present in the 
single molecule. If you heat the liquid then it will boil and behave in a 
seemingly chaotic manner, if you cool it will form ice and lock into a stable 
system. From the local interactions of simple water molecules you get global 
‘emergent’ phenomena in the form of bubbles, steam, liquidity and movement. 
Complexity theory claims that by reducing the system to its individual parts 
you miss the properties of the whole system.
This concept of emergence is important to the social sciences where local 
level interactions between individuals give rise to social structures, 
organizations and institutions. One caveat must be added before a applying 
the concepts of complexity theory and emergence to the social domain. The 
internal complexity of humans means that they have the ability to recognize, 
reason about and react to these emergent features. Gilbert (1995) calls this 
reflexive action ‘second order emergence’ and argues that it might be one of 
the defining characteristics of human societies, distinguishing them from 
animal societies.
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Emergence is a controversial subject and some argue that emergence doesn’t 
exist. For example Rosen (1999) says that in systems with formal 
specifications emergence is just complicated combinations of simple 
machines and not a distinct level of behaviour. Another view is that emergent 
features are only perceived as different from their parts, and so the 
emergence features are in the process of perception, not inherent in the 
system. This is supported by the Gestalts group of psychologists’ work on 
perception, they found that people tended to perceive things as a whole rather 
than the pieces they are made of. Weber (1991:59) summarizes the Gestalt 
approach.
Gestalt psychology provided a number of principles by which the 
eye ‘groups’ things. These include proximity (objects that are 
positioned close to each other are seen together as groups or 
clusters) similarity (like-shape objects tend to form groups) and 
common fate (objects in common motion like a flock of birds are 
seen as a unit). Weber (1991:59)
Emergent phenomena are very sensitive to scale and perspective -  an 
example is the classic ethno-methodologist study of pedestrians crossing a 
road. From a close perspective no pattern can be ascertained, but viewed 
from above patterns can be seen where people form V  shapes to facilitate 
passing each other. Emergent features represent patterns caused by the local 
network of interactions of a complex system which can be seen from a 
perspective outside the system. This is not only in terms of visual perception 
but any probes used to measure agent activity.
It is argued that in complex systems stable emergent features are created by 
self-organisation. The concept of self-organization, or autopoisis, was 
originally developed in biology by Prigogine (1980) but is relevant to 
complexity and social systems as it takes the reflexive character of human 
interaction seriously. Work by Verala et al (1991 ; 1992) has looked at social 
institutions and cognitive systems in these terms.
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An autopoietic system is one which consists of a network of processes which 
create components that through interactions continuously regenerate the 
network of processes that produced them. (Gilbert 1995:11 )
Self-organisation relates to the concept of emergence in that where the 
emergent properties of a system are relatively stable this is caused by the 
self-organisation of the system. A nice way to conceptualise a simple self­
organizing system is to think of the bow wave of boat, the shape of the wave 
remains relatively consistent although the water particles are constantly 
changing. A further example of self-organization is given below, in the 
Schelling model of ethnic segregation. In society it is argued that the class 
structure remains consistent whilst the humans actors change. In such 
theories social structures enable and constrain social actions and are 
produced and reproduced by social actions.
The terms macro and micro are often used in this field’s literature, but are 
rarely defined (Boero, Castellani et al. 2004; Pyka and Ahrweiler 2004). 
Generally micro refers to the individual agent and macro to the emergent 
features. The often vague use of the concept of emergence increases the lack 
of clarity in these definitions, for example the idea that emergent features are 
surprising, which begs the questions to who and how often? This thesis uses 
the term micro level to refer to information that describes individuals and their 
interactions and macro level to refer to summary information of the behaviour 
of more than one individual, for example the attendance of a night club.
State Space
A traditional aim of the scientific approach has been predictability and control 
(Byrne 1998). It is assumed that if you can understand a phenomenon then 
you can predict its behaviour and control it for your own aims. Chaos theory 
(Gleick 1987) has shown that complex systems have a sensitivity to initial 
conditions, which means that small differences in initial measurements can 
lead to large differences in the results. A famous example of this is the 
butterfly example, which suggests that the small initial difference of a butterfly 
flapping its wings could lead to the large difference of a tornado. This means
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that predictions of a complex system will soon become inaccurate, so if 
complex systems are so unpredictable what is the point in studying them? 
Complexity aims to increase understanding of how these systems work. This 
change in focus is particularly important to the studies of the human sciences, 
where prediction has always been difficult. Better understanding of a system 
means that possible states can be identified and predicted, hence the social 
sciences longstanding relationship with statistics. Whilst you cannot predict 
the specific actions of an agent, you are able to claim that macro level 
patterns exist and you might be able to predict the form of these patterns. 
Hence you cannot predict a stock market crash but you might be able to 
predict that they will occur and know why.
A complexity approach examines systems by exploring their possible ‘state 
space’. The ‘state space’ is all the possible states in which a system might 
exist in theoretical terms, that is all the combinations of possible states of 
each component (Kauffman 1993:174). The dynamics of such a system can 
be mapped as a trajectory within this state space. Attractors are trajectories 
that a system evolves to over time, where points that get close remain close, 
even if slightly disturbed (Stewart 1990). There are three classes of attractor, 
a point attractor is where the system settles down to a final consistent state; a 
periodic attractor is where the system alternates between a finite number of 
states in a fixed order; and a strange attractor is chaotic, where the activity is 
seemingly random -  nothing is stable and nothing is predictable.
The equation below is used as an example of attractors and describes 
dynamic population levels (but is not a complex system). Figures 1.3-1.5 
demonstrate these attractors using the simple population equation N(new) = a 
(N  oid)(1-N old), where N represents a population at a point in time and a is a 
constant. For levels of 1 <a<3 the population reaches a stable size, a point 
attractor as shown in figure 1.3. For 3<a<3.57 the population fluctuates 
between alternate states as shown in figure 1.4. For a>3.57 the system 
becomes chaotic and moves between a variety of states as shown in figure 
1.5.
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Figure 1.3: Point attractor
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Figure 1.4: Periodic attractor
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Figure 1.5: Strange attractor
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This section introduced the theory of complex systems and the main features 
that these systems are theorised to possess. It is argued that these systems 
are non-linear and created by the mainly local interactions of the agents within 
them. These local interactions are based on limited knowledge and lead to the 
emergent properties of the system, which can only be explained in terms of all 
the actions of members of the system and not any one individual’s actions. 
The structure of these systems can enable self-organisation where the 
emergent properties are relatively stable, created and recreated by the 
ongoing actions of the system’s actors. These systems are situated in an 
environment and respond to changes to the environment, in this way systems 
can have stable states and responses to changes in the environment can 
change the system from one stable state to another. The next section 
introduces the method of social simulation, in which models aim to capture 
some of these features of complex systems.
Social Simulations
Simulation is a recent methodology to be applied to the social sciences and 
gives a new opportunity to experiment with how societies work. The aim of a 
simulation is not to reproduce the real world, but to use a simplified model of 
interactions to identify the underlying principles behind complex behaviour. 
Agent based simulations are built by developing theoretically derived rules of 
interaction between agent and agent, and agent and environment. These 
rules can then be programmed into a computer to create an ‘artificial society’. 
Axelrod argues that simulation offers a ‘third way of doing science’ (1997:5) by 
combining deduction and induction. A simulation starts with explicit 
assumptions, the rules of the model are developed from deduction, and this 
produces output data that can be analysed inductively.
Computer simulation as a methodology originated within the natural sciences, 
where it has become a significant tool. The development of such simulations 
coincided with the development of computing power. Use of simulations 
started in the 1960s in the subject areas that were developing computing 
equipment, primarily mathematics, engineering and physics. As computing
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power has increased and costs decreased the use of simulation as a 
methodology has spread across the natural sciences, so by the 1980s 
simulation had become a basic methodological tool (Gilbert and Troitzsch 
1999).
The use of simulation methodology in the social sciences is a young, but 
growing, field which has been used across all aspects of the social sciences 
(Axelrod 1997). Compared to the natural sciences there has been a slow take 
up of simulation in the social sciences. This can be seen to be the result of the 
cost of computing equipment, a lack of advanced programming skills in these 
disciplines, the general concept that social systems are too complicated to 
reduce to simulations and a dominance of a qualitative and postmodern 
approach within these disciplines. As such, the majority of techniques have 
been developed within other disciplines, particularly physics and computer 
science, and have been adapted to the needs of the social simulator. As a 
relatively new field the social simulation community is still establishing 
methodological techniques and tackling new issues that this methodology 
raises.
What is a simulation?
Physical simulations have been used in engineering and design problems for 
a long time, Byrne (1998) gives the example of modelling ship design; naval 
engineers build scale models of the ships they are designing and test them by 
simulating the sea using controlled, scaled waves (similarly aircraft models 
are experimented with in wind tunnels). The simulation is built out of various 
models of the target world, in this case the ship and the sea. A model is a 
simplification of the target, which aims to have the properties of the target that 
are being examined. The model is then simulated overtime, where the parts 
interact, and data is collected at intervals to examine how the model and 
environment interact and change. In the case of the model ships, waves are 
produced and their effects on the ship observed and measured. Further data 
can be obtained by changing the parameters of the environment, such as 
wave height, or, if the aim is one of improving design, changing the features of 
the ship model. The simulation can be repeated over several simulation runs
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to gain a more complete picture of the workings of the model and lessen the 
probability the results are a rarity.
The principles of physical simulations can be directly applied to computer 
simulations, but instead of the target being represented by a physical model it 
is represented by computer code. The model is a logical or mathematical 
model, which specifies how the target world is to be represented and how the 
system changes.
We may think of a model as an artificial object (specifically, a 
computer program) that is hypothesized by the researcher to 
provide an abstract representation of some aspects of social 
structures and processes. (Hanneman 1995:2.1)
There are many ways of making social simulations, limited only by the 
imagination of the researcher and their programming skills. This flexibility 
makes any taxonomy of simulation types problematic, and the following is a 
general description based on current simulation usage, not a limitation of use. 
Types of simulation include systems dynamics, microanalytical models, 
queuing models, multi-level models, cellular automata and multi-agent models 
(Gilbert and Troitzsch 1999). The models proposed by this thesis will be multi­
agent systems, or multi agent based systems (MABs), which are the most 
relevant to the study of the themes of complex systems.
Building a multi agent system (normally) involves defining an artificial 
environment. This can just be an empty space or contain variables or 
properties, for example crops or housing. Placed in this environment are 
agents, which can represent any form of autonomous individual, from atom to 
nation state, but generally within social simulations represent individual 
human actors. These can normally move within this world and interact with it 
and other agents. The sophistication of the agents depends on the purpose of 
the model. Wooldridge and Jennings (1995) note that social agents generally 
have the following properties:
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• autonomy- agents operate without others having direct control of their 
actions and internal states;
• social ability -  agents interact with other agents through some kind of 
‘language’ (a computer language, rather than a natural language)5;
• reactivity -  agents are able to perceive their environment and respond 
to it;
• proactivity -  as well as reacting to their environment, agents are also 
able to take the initiative, engaging in goal-directed behaviour.
It should be noted that this thesis adopts the field’s convention that the term 
actor is consistently used to refer to humans and the term agent to their 
simulated counterparts.
The model is programmed by specifying properties of the agents and 
environment as variables, and rules of interaction between the various agents 
and the environment. The model is then simulated over rounds, which 
represent time, where each agent simultaneously runs its rules and performs 
actions depending on these calculations. For example one agent might move 
towards some food, one might eat some food and hence change the 
environment, whilst another might offer its neighbour some food. The 
simulation can be run over a great number of rounds and the patterns of 
interaction analysed. Simulations normally have a random element to them so 
each run will be different. An advantage of this is that different attractors can 
be identified and different histories recreated with the same model. A 
disadvantage is that comparisons between runs, and runs and the target is 
problematic.
To make this clearer the segregation model of Thomas Schelling (1971), a 
classic social simulation, is described. This model is a study of ethnic 
segregation in housing in the US. Schelling hypothesised that individuals have 
a ‘threshold of tolerance’ to other ethnic groups and are happy to live in a 
neighbourhood where the ratio is below this threshold, but will move if the
5 Although in the authors experience very few social simulation include this.
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threshold is exceeded. The environment for his model is a 20x20 torus grid 
(torus being shaped like a doughnut, so every cell on the grid has 8 
neighbours, see figure 1.6i). In this environment cells are agents representing 
households.
Figure 1.6: i) A torus grid (Auer and Norris 2001 ) and ii) the Moore 
neighbourhood, highlighted in orange.
J  I
i
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There are two types of agents, representing different ethnic groups, and each 
group has a tolerance level of how many neighbours in the 8 surrounding cells 
(called the Moore neighbourhood) of the same ethnic group they are happy to 
live with. The tolerance level is a parameter, which can be adjusted to explore 
the emergent effects of different levels of tolerance. The rules of this 
simulation are simple; each agent counts the number of the other ethnic 
groups in its Moore neighbourhood and if this exceeds its threshold variable 
then it moves to a free space. Depending on the number of agents and their 
threshold levels, this simulation normally settles to a fixed state where 
everyone is happy, that is within its tolerance threshold. The interesting results 
of this simulation are that quite high levels of tolerance, with agents happy to 
live in a 30% minority, (that is tolerant of 6 of its 8 neighbours being from 
another ethnic group) still lead to high levels of segregation and clustering of 
ethnic groups. This is an example of emergence where the local rules of 
micro-interaction, represented by the tolerance threshold, cause the macro 
level phenomena of clustering. See Gilbert’s ‘Varieties in Emergence’ (2002) 
for some interesting examples of extensions to this model.
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Advantages of simulations
The advantages of simulations are that they have an intrinsic ‘realness’ 
(Goldspink 2002) to them as society is built up out of human agents 
interacting within an environment. The flexibility of these models means that 
they can “cover the full range of conceivable models” (Brassel, Mohting et al. 
1997) and explore all possible mathematical spaces, of which the real world is 
just one. The simulation contains all the information about agent states and 
this can be extracted and analysed. Simulations can be used to model 
continuous and discrete state variables and so used for both linear and non­
linear modelling tasks. The assumptions made in the model are explicit in the 
simulation code and so can achieve a formalisation of theory that is more 
complete than qualitative theory. However, difficulties understanding specific 
examples of code, and a lack of transparency in reporting all assumptions in 
the published paper mean that this potential strength has its limitations. Model 
replication and model-to-model comparison can address these issues (Hales, 
Rouchier et al. 2003).
Goldspink argues that a simulation methodology can provide an answer to the 
concerns of post-modernists and their opposition to the application of 
reductionist methods (2000; 2002). These concerns present an ongoing 
tension within the social sciences between a post-modern advocacy for ‘anti- 
naturalistic’ methods (Burrell and Morgan 1994; Baert 1998), which some see 
as a retreat from science rather than an alternative, and a methodology which 
addresses these concerns:
What is sought is an alternative which addresses the post­
modernist concerns regarding the irreducibility of social phenomena 
without abandoning the ability to test alternative knowledge claims, 
if not for validity then at least for relevance. (Goldspink 2002:2.2)
Goldspink (2002) argues that simulations offer several advantages over 
traditional methods, which have recently been questioned about their 
suitability for studying phenomena which are increasingly recognised as non­
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linear (Eve, S et al. 1997; Marion 1999). Further, much of what is interesting 
about social phenomena may be the result of distributed properties (Kennedy 
and Eberhart 2000). Traditional social statistics can be used to describe the 
macro level characteristics of a system, but they are not good at explaining 
how micro-order can give rise to macro-order i.e. emergence (Casti 1994) and 
so are best at description rather than explanation.
Uses of Simulation
The potential applications of simulations stretch far beyond researching the 
social sphere. Axelrod (1997) lists their potential uses: prediction, 
performance, training, entertainment, education, proof and discovery. 
Simulations can be programmed with real world data and hypothesised 
mathematical mechanisms to generate predictions. The quality of these 
predictions depends on the quality of the model and the accuracy of the 
predictions can be used to validate the model against the real world (with the 
limitations of initial conditions discussed above). Simulations, particularly 
within the domain of Artificial Intelligence, can be used to perform tasks for 
example medical diagnosis, speech recognition and function optimisation. 
Simulations with a human interface can be used for 'safe' practice both for 
serious training and entertainment purposes, for example flight simulators. 
Similarly a simpler simulation can aid understanding of the principles of the 
messier real world, for example Electronic Art’s computer game SimCity 
(2003). By ‘proof Axelrod suggests that simulation can be used to 
demonstrate common and robust characteristics of a system. Simulations can 
help discovery of unanticipated relationships and principles.
Simulations can be seen as formal thought experiments, where the informal 
qualitative scenario of a thought experiment is transferred to a formal model.
In the complex world of local interactions formalising simple assumptions into 
a simulation may lead to surprising consequences, for example that a high 
level of tolerance is enough to explain high levels of urban segregation. When 
trying to model a target system it must be remembered that a simulation is 
only a simplified model of the real system and not a map of the future. 
Landsberg reminds us of the limitations of simulations:
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In running the models we investigate the consequences of the 
guesses and assumptions incorporated in them -  model output 
may tell us nothing new about empirical reality. (Landsberg 1987)
What can you model with simulations?
One of the difficulties of studying social behaviour is the problem of accessing 
suitable information. For example the statistical techniques around survey 
sampling are designed to compensate for an incomplete data set. Doran and 
Gilbert argue that:
Computer simulation is an appropriate methodology whenever a 
social phenomenon is not directly accessible, either because it no 
longer exists (as in archaeological studies) or because its structure 
or effects of its structure, i.e. its behaviour, are so complex that the 
observer cannot directly attain a clear picture of what is going on.
(Doran and Gilbert 1994:2)
The last line of this seems applicable to any social phenomena. Simulation 
can provide one link between detailed research at the individual/small group 
level and an examination of how these mechanisms work on the larger scale 
of society. Because of practical and ethical issues the social sciences have 
been limited to researching social life and theorising about it. Simulations 
enable the researcher to formalise their theory and experiment with its effects 
on an artificial society. Whilst simulations are often derived from theory they 
also contribute to theory development as they “provide an explicit and 
systematic way of deducing the implications of a theory as it operates under 
particular circumstances to make predictions about outcomes over time” 
(Hanneman 1995:37)
As with theory, simulations can be abstract, about a general process, or 
concrete, about a specific system. These simulation types can be seen to run 
on a continuum between artificial and targeted. Artificial life models explore 
hypothetical worlds and the dynamics of specified worlds with no claim to link
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to the ‘real world’, at the other end of the scale are targeted models which 
attempt to closely model some aspect of a social system and encapsulate its 
features as closely as possible. Axelrod (1997) argues that for prediction, 
precise targeted models should be used, and for explanation and 
understanding simpler models should be used.
Models that aim to explore fundamental processes should be 
judged by their fruitfulness, not by their accuracy. The logic of 
simplicity, KISS -  keep it simple stupid. (Axelrod 1997:4)
In keeping with this, models based on simple assumptions, such as the 
Schelling model above, produce a very simplified model of the world, which 
aims to explore some underlying principles. Epstein and Axtell (1996) 
advocate the method of starting with simple models and assumptions and 
building increasing complexity into them, based on theory or research. As with 
all theory, simulation and its result can guide research, which in turn can aid 
refining of the simulation. For example research that relates the Schelling 
model to the real world (Portugal!, Beneson et al. 1994; Portugal! 1999) has 
elaborated the model, taking into account the human aspects of the agents.
From this process of development a model that starts as abstract and 
hypothetical can be worked into a more accurate representation of an actual 
social system. Malerba et al call the latter type of model ‘history friendly’ which 
they describe as:
Formal models that aim to capture, in stylised form, qualitative and 
‘appreciative’ theories about the mechanisms and factors affecting 
industry evolution, technological advances and institutional change 
put forth by ... social scientists. Malerba et al (1999:3)
They argue that the process of formalizing theoretical rules into a simulation 
increases understanding of the processes involved and the results can either 
challenge or support the original appreciative theory. The simulator can also 
experiment with ‘history divergent’ models that can gauge the importance of a
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phenomenon, for example extreme levels of tolerance explored within the 
Schelling model. Similarly, hypothetical policies can be simulated which aim to 
result in a more desirable outcome. The results from these can provide 
evidence for the effects of implementing them in the real world.
Designing Simulations
When the aim of the simulation is to say something about a ‘real world’ target 
then the links between the simulation and the target must be made explicit 
and supported with as much evidence as possible. Gilbert and Troitzsch 
(1999) suggest the following methodology for developing a simulation.
Figure 1 : The logic of simulation as a method.
Simulation
Model ----------------------------------------------------------- ► Simulated
Data
Abstraction Similarity
Target  ► Collected Data
Data Gathering
Source: (Gilbert and Troitzsch 1999:16)
Following this design a target in the social world is identified and researched 
in the traditional manner. The model is developed through the process of 
abstraction; this is developing programmable functions to represent how the 
target system is hypothesised to operate. Whilst not expressed in this diagram 
these abstractions should be based on theoretical knowledge, for example 
previous literature and research in the area. Once designed, the simulation
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can be run and its outputs analysed by relevant techniques. Then the data on 
the target and from the simulation can be compared for similarity. If possible 
this should be a quantitative comparison using statistical tests of similarity, but 
more usually is a qualitative analysis highlighting similarities between the 
systems.
This model highlights the two main areas where the link between model and 
target is made, abstraction and similarity. The abstraction process refers to 
the assumptions and hypotheses incorporated into the model, whilst the 
comparison of similarity can be seen as validating the model against the 
target. The quality of these links can change the work from that of artificial 
societies, which explore theoretical worlds, to social simulation, which says 
something about the real world. Much of the social simulation literature 
focuses on the macro level similarities between the model and the real world, 
which is not enough.
We hope to have demonstrated that this kind of argument is not 
adequate. One has to validate a model at both the individual level 
and at the macro level before one can suggest that the simulation is 
a good representation of the social process it is aiming to model.
(Gilbert 2002:9)
Agar (2003) discusses some of the problems in formalising field data and 
theory into a simulation (the abstraction process in Gilbert et al’s model). To 
program agents with behaviour the researcher needs to translate his 
qualitative theory into quantitative numbers and functions. Agar discusses his 
example of modelling the effect of social influence on drug use. While 
developing this simulation they had to make assumption about variables, for 
example what level of use led from casual to dependence status, how much 
should good or bad experience affect drug attitudes or what range to use for 
attitudes. He concluded that ideally the assumptions should be supported by 
theory and data. In cases where this is not possible, the assumption should be 
acknowledged as such, and not hidden within the code, and should be argued 
for as logically as possible. It should be accepted that the numbers used are
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an ordinal approximation and be given enough range for the effects of the 
assumption to be explored in phase space, including room for parameters to 
be explored. As argued above a simulation can be seen as a specified theory 
and the functions and numbers are all parts of this theory. As such they need 
to be assessed and challenged both in their translation to the quantitative 
realm, and in their effect on the running and validation of the model.
The process of validating a theory, model or simulation can be seen as whom 
your argument convinces. The people who validate a theory are the scientists 
and wider, interested population, who believe it. So to convince these people 
that your simulation relates back to the real world and your theory is a good 
description of how things work in the real world, the model needs to present a 
convincing narrative of why this should be believed. This should tie in with 
other sources of legitimate knowledge - references and formal modes of 
testing truth claims - statistics. The better the narrative and combination of 
these, the more persuasive the argument and hence more believable the 
theory.
Validating theory and simulations within the social realm is ultimately a 
question of belief. Goldspink defines simulation validation as “seeking 
confirmation of functional equivalence at least within the range of parameters 
characteristic of the system being modelled” (2002:6.12). But he argues that 
two aspects of simulation make this process difficult. Firstly simulations are 
often used in an exploratory manner to examine the behaviour of a real 
system, and as such are difficult to validate against the real system, as it is 
not yet understood. Secondly the real systems are normally complex (hence 
the choice of simulation methodology) and so comparison may not be 
possible. Leik and Meeker propose a set of rules for building simulations in 
order to increase the possible success of validation.
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1. Every tie from the simulation to the model to the substantive 
theory needs to be made explicit.
2. The way each algorithm in the simulation works needs to be laid 
out so others can judge its appropriateness.
3. Every constraint on variable, parameters, numbers of runs and so 
forth needs to be justified.
4. Every decision about what to examine and report needs to be 
made explicit.
5. All justification must be in light of the substantive interpretations to 
be made of the model being simulated. (1995:466)
Lyman (2002:213) argues for two levels of validation, ‘process validation’ 
when modelling a real world system and ‘representational validation’ when 
modelling an abstract type. He argues that it is the use of the simulation that 
defines the level of validation required: the more important the decisions to be 
made from the simulation, the greater the level of validation required. This 
may explain why the majority of abstract academic simulations whose main 
use is in advancing the art have low levels of validation. Becu et al (2003) 
argue that the term validation is not adequate for the process applied to 
simulations and that authentication is a better approach. However we shall 
continue to use the term, noting that the validation of simulations is itself a 
developing methodology and further innovative methods are still being created 
and need to be developed.
As well as being validated, simulations need to be verified. This refers to 
whether the model and simulation run as they are intended; this is primarily a 
question of checking the program for bugs. This process can be difficult to 
carry out, especially with complex simulations, and it is difficult to ever know if 
all the bugs have been eradicated, and indeed if the results of the model are 
due to bugs or the model itself (Gilbert and Troitzsch 1999). This is a big 
difficulty for simulations, as the majority of programs have bugs and most 
professional programs are sold with bugs, which are then identified by the 
consumers. Researchers should be aware of this potential problem and 
examine and test their code methodically. The process of starting with simple
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models and increasing complexity allows bugs to be found more easily. In 
particular any surprising results should be further examined. Additionally the 
researcher, or others, can attempt to replicate the results on other platforms. 
Although the stochastic nature of simulations mean that it is not exact results 
that need to be reproduced; but a replication of the overall findings (Hales, 
Rouchier et al. 2003).
Conclusions
This section has introduced the methodology of computer simulations for 
modelling and exploring hypothetical worlds, and a subset of these social 
simulations that model social systems. A simulation is a model of the target 
system that aims to have the properties of the target that are being examined, 
which is simulated over time. The model allows experimentation with social 
systems as various parameters and hypothetical situations can be modelled 
and compared. Simulations can achieve a formalisation of theory greater than 
qualitative accounts and provide a framework to explore the links between 
micro and macro level phenomena, that is a scientific, yet anti-reductionist, 
account of social phenomena. A simulation design methodology has been 
introduced and the important problem of model validation addressed, 
concluding that to say something about a real social system the simulation 
needs to be validated at the micro and macro level and that a recommended 
procedure is to start with a simple model and build increasing complexity into 
it.
This chapter has introduced the question that this thesis aims to address. This 
is to explore critically the ability of a complexity and simulations approach to 
assist in the understanding of a social system. The social system to be 
studied is that of tastes in popular culture, looking at the case studies of 
record based subcultures of Northern Soul and House music. The next two 
chapters critically examine previous work in this area, looking at the sociology 
of popular cultures, genres and subcultures.
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Chapter 2: An Introduction to the Sociology of Popular 
Culture, Genres and Taste.
The next two chapters look at the literature relevant to the study of the 
dynamics of music genres and subcultures. The majority of the literature 
treats the topics of popular culture and subcultures as separate and so they 
are reviewed independently. One of the early findings of this study has been 
that in order to look at the development of music genres the wider system of 
production and consumption needs to be considered, this means looking at 
the development of subcultures as part of the study. This chapter introduces 
and critically examines previous approaches to the study of popular culture 
and genre. It should be noted that the field of theories of culture is large and 
so this is a limited review of the most famous and pertinent theories. This 
review looks at the works of Adorno, Postmodern theorists, Bourdieu and Frith 
on popular culture, as well as additional, more specific work on music 
cultures.
What is a Genre?
The word genre is a French word that means ‘class’ or ‘kind’ and is defined as 
‘classification, grouping or category’ (Garmonsway 1969:323). It is used 
across the range of cultural fields to group cultural texts6 by a variety of 
criteria; generally grouping by similarities within the texts. The term is 
traditionally associated with literature styles such as romance, or science 
fiction, but is now used to label any group of cultural texts, for example 
different types of television programmes, films, or music. Within literature the 
process of generic grouping can be traced back to Aristotle (quoted in 
(Aristotle 1941)) who divided poetry and plays into the groups epics, tragedies 
and comedies; since then the range of genres has expanded with the 
production of a vast number of texts.
6 Texts in the Sociological sense, meaning any form of cultural artefact, be it a book, a film, 
painting or song.
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A genre can be seen as a taxonomy of cultural texts; disciplines such as 
musicology and literature try to produce well-defined categories of genres. As 
Mahen (1986) points out genres order things, and he argues that this 
represents a human need to classify the world in order to understand it. 
Traditional approaches to genre, such as musicology (Fabbri 1980) and genre 
theory in literature (Berger 1992), try to develop top-down rules that fit a text 
into a genre. Musicology is concerned with the music as a text and looks only 
at the musical patterns and lyrical content, ignoring the social world that it is 
used in. Franco Fabbri (1980), a musicologist, sees generic grouping as being 
embedded in the music, and presents a Theory of Musical Genres’ with five 
generic groupings. A problem with this approach is that most people who use 
genres do not have the advanced musical knowledge to understand the 
differences that he has defined, but people do have a working knowledge of 
genres. A second problem is that this leaves no room for new genres to be 
developed. As the world of generic classification became more complex with 
new genres being developed, further categories of sub-genres have been 
utilised to describe them. Figure 2.1 shows a stylised impression of how there 
are different generic levels within each other, all combining to make up 
‘culture’.
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Figure 2.1: A stylised impression of cultural and generic layers
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Table 2.1 shows a summary of the main reasons that some different music 
genres have been labelled as they are. This overview shows that different 
genres are labelled on varying criteria, with no consensus as to which should 
be used for classification. This runs against the popular studies approaches 
(Berger 1992) that suggest that generic differences are based solely on the 
music and its method of production. This shows that a genre’s name is a 
label, the name being linked to one of the genres most prominent features 
when the label is first being applied. The addition of new texts to a generic 
group can transform the initial literal meaning to one of association with the 
texts. So whilst the term ‘indie’ originally meant the means of production, it 
now refers to a type of guitar based group, despite some of these bands being 
signed to major record labels. It follows that as increasing numbers of texts
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are produced, with similarities to one or more existing categories, the number 
of categories required increases. Miller (1994a) suggests the interesting idea 
that “the number of genres in any society depends on the complexity and 
diversity of society” (1994a: 123).
Table 2.1 : Genre labels and their definition
Genre Defined by
Indie The means of production - by independent record 
companies
Dance What you do to it.
Pop The number of consumers.
Electronic The types of instruments used to perform it.
Adult Orientated Rock The age of the target audience/listeners
Big Beat/ drum and bass The drum patterns.
House/Balearic The geographical place the genre is said to have 
originated from - Warehouse Nightclub, Balearic 
Islands
Berger (1992) argues that the purpose of genres is to guide and group both 
production and consumption. He claims that any new text is marked by 
similarity and difference to existing ones, and that generic groupings are 
created by similarity in form and structure within the texts. From this he 
suggests that new texts that are similar to available ones in structure and form 
offer high accessibility and represent ‘popular culture’, whilst exceedingly 
novel texts, such as Joyce’s Ulysses, have low accessibility and represent 
‘high art’. This links to Saussure’s (1966) point that concepts acquire meaning 
in terms of their relations with other terms in some system and the most 
important relationship involves being what others are not.
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Categorising a song in the correct genre seems a very difficult task, which 
even the experts cannot agree on. The following comments are from an email 
communication with Robin Crutchley from the Bpi, in which we were 
discussing generic classification.
... there is also the problem of genre definition itself. (I used to work 
in retail and the amount of debate about what, for example, should 
or shouldn't go in the metal section was incredible) and the 
problems of genres shifting and morphing from year to year.
(Crutchley 2003)
The question continues as to whether you break down the music by group or 
by song, as musicians can change their style from song to song, album to 
album as they reinvent themselves due to commercial or musical reasons. So 
in summary it is an impossible task.
There doesn't seem to be any universal solution for defining a 
particular genre so I think we're of the opinion that, in the interests 
of providing some continuity in our research, we have to 'stick to 
our guns' to a degree. (Crutchley 2003)
A general criticism of these approaches into popular culture is their focus on 
the text and the information within the text. This approach assumes that there 
is a correct interpretation of any text and that individuals react to a text with 
the same understanding of its meaning. Joke Hermes (1995) rejects this 
approach and describes the academic view of looking for the meaning of a 
cultural artefact ‘the fallacy of meaningfulness’ and suggests that:
The question is not what does it mean but what can I do with it; and 
what can I do with it is what it means -  interpretation is a matter of 
understanding wrought from social activity. (Hermes 1995:16)
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This suggests that rather than looking for the ‘correct’ classification of the 
songs, research should look at how individuals view the music and related 
activities. Frith summarizes the criticisms of this approach to understanding 
genres:
Popular music genres are constructed -  and must be understood -
within a commercial/cultural process; they are not the results of
detached academic analyses or formal musicological histories.
(Frith 1996:88)
This section has introduced the concept of music genres and discussed some 
of the problems of defining them. It has rejected the top down approach of 
expert definitions as not allowing the development of new genres and not 
providing an explanation of people’s everyday use and concept of genres. To 
understand genre the relationship between the group of texts at a point in time 
and over time needs to be explored. It is argued that genre classification is an 
interpretive process, so how different individuals have different concepts of 
genres and how they use them in their lives needs to be considered. The next 
sections discuss sociological theories that address various aspects of the 
production, consumption and use of ‘popular culture’ texts.
Adorno and the Frankfurt School.
The Frankfurt school of social research was established in 1923 in Frankfurt, 
Germany by a group of upper-middle class academic German Jews. The 
school moved to New York in the early 1930s, because of the rise of the Nazi 
party, and returned in the late 1940s. The school’s members, notably Adorno, 
Horkheim and Marcuse contributed to its overall theory of popular culture, 
Adorno’s work is the most relevant to this thesis and is examined below. The 
school’s approach can be seen as trying to expand on the Marxist theory, 
postulating how (popular) culture and ideology work in the capitalist system.
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The school’s approach sees popular culture as part of the ongoing class 
struggle and argues that ‘popular culture’ is imposed on the masses by the 
dominant class as represented by the ‘music industry’. Adorno (1991) argues 
that the music (and culture) industries create false needs amongst the masses 
and then provide the products to satisfy these needs. He calls ‘popular culture’ 
the ‘social cement’ that prevents the masses from realising that their lives are 
unfulfilled, and this keeps them from rising up in revolution against their 
capitalist oppressors. In this his argument differs from Marx who sees 
capitalism as unstable and subject to the possibility of revolution. Adorno sees 
capitalism as relatively stable, as long as the culture industry can dupe the 
‘retarded’ masses into accepting the status quo (Adorno 1978:286).
Marcuse (1972) presents the concept of ‘false’ and ‘real’ needs, arguing that 
the culture industry creates and satisfies false needs in the masses to 
maintain the status quo. Strinati summarises these claimed ‘real’ needs:
It is based upon the assumption that people have true or real needs 
to be creative, independent and autonomous, in control of their own 
destinies, fully participating members of meaningful and democratic 
collectives. (Strinati 1995:60)
False needs on the other hand are the ones created by the culture industry to 
provide satisfaction to the masses. These needs can be satisfied by the 
continued consumption of cultural artefacts, which creates a cycle of supply 
and demand that the capitalist system needs in order to exist. Adorno also 
argues that the masses need to be trapped in this cycle of false need 
gratification to prevent them addressing their real needs, which can only be 
met through social change and attack on the capitalist system. Indeed the 
messages in the texts of many cultural commodities actively stimulate these 
false needs (greed, lust, fame, glory) and can provide the dual purpose of 
being consumed whilst satisfying and stimulating the false needs. This cycle is 
what Adorno calls the ‘social cement’ that maintains capitalism as a stable, 
unchallenged system.
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The concept of 'true' and ‘false’ needs has been criticised (Goldthorpe, 
Lockwood et al. 1969), by posing the question how can we tell which need is 
which and who should be judging this? Adorno et al obviously believe that 
they know the difference and that they can judge them in others. A general 
criticism of Adorno’s and the school’s approach is that their position is elitist. 
They theorise about culture, with no empirical evidence, from the assumption 
that they have the intellectual capacity to understand it. But these are 
individual interpretations of different individual’s needs which they claim to be 
able to apply to the masses. The masses contain a huge number of 
individuals whose needs must depend on their life situations and histories and 
as lifestyles become increasingly differentiated then such a crude 
generalisation is inadequate. Goldthorpe et al (1969) argue that the 
consumption and use of leisure goods (alleged false needs) can contribute to 
achieving ‘true’ needs. For example television can be educational, a washing 
machine can free up time for other activities.
It would be equally possible to consider the amenities and 
possessions, for which the couples in our sample were striving, as 
representing something like the minimum material basis on which 
they and their children might be able to develop a more 
individuated style of life, with a wider range of choices, than has 
hitherto been possible for the mass of manual labour. (Goldthorpe, 
Lockwood et al. 1969:183-184)
On Music
Adorno argues that two processes, standardisation and pseudo­
individualisation (meaning a text that affects an individual air, without 
achieving it), drive the industrialised productions of popular culture products. 
He argues that standardisation means pop music is becoming 
interchangeable in terms of its parts -verses and chorus, with pseudo­
individuality giving the appearance of difference.
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The beginning of the chorus is replaceable by the beginning of 
innumerable other choruses... every detail is substitutable; it serves 
only as a cog in a machine. (Adorno 1991:303)
Adorno argues that these two effects create genres by standardising along 
themes, whilst providing enough differences to retain interest. Adorno sees 
this as stable process, rather than developmental. The repetition of the 
standardised message serves to reinforce the ideology portrayed, and the 
individual differences serve to keep the masses in the loop of creating and 
satisfying false needs. However Adorno leaves no room for development 
within a genre, the emergence of new ones or differences in their ideological 
message.
Adorno focuses on the similarity of the structure of music and gives little 
credence to the differences between parts, but it is these small differences 
which create the larger differences between songs. Even within the 
standardisation of the genre guide structure, there is still room for a huge 
array of individual differences within these parts (not to mention the 
positioning of these parts in relation to each other) and these small differences 
have a large effect on the overall product. You have to ask of Adorno -  if 
music is so standardised why is it so difficult to have or predict a hit? Adorno 
might argue that it is the marketing that does this, but then songs with no 
marketing have had chart success, for example Orbital ‘Chime’ reached 
number 17 in the UK charts in 1989 with no marketing (Warwick, Kutner et al. 
2004).
It is interesting to examine Adorno’s personal experiences and temporal 
context, which cannot help but influence his theories. Held (1996) suggests 
that the School’s direction was partly motivated by its experience of the rise of 
fascism in Germany and the Nazi Party’s use of culture and mass 
broadcasting as powerful tools of propaganda. This is an interesting point and 
an examination of Adorno’s theory should be mindful of the temporal context 
in which he was observing. Nazi propaganda was a powerful force and can be 
seen to have strongly affected people’s behaviour, although other evidence,
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such as Zimbardo’s (1971) prison experiment suggest other reasons for the 
compliance seen under this regime. Similarly the American mass media is 
only one example of the media and one that, it could be argued, is strongly 
influenced by economic factors and is highly sensational7. So are these 
universal ‘laws’ of reaction to popular culture? It is important to remember that 
Adorno’s experiences were in a period of time when mass media was 
increasing and so the effects on the masses more powerful as they had not 
learned how to handle it. But the mass media and the masses have co­
evolved over time, reacting to and learning from each other (if you can say 
they are separate) and so final theories such as Marx and Adorno can only at 
best explain the situation at a period of time.
Similarly Adorno’s theoretical perspective cannot help but be influenced by his 
training, class and expertise. Strinati summarises these:
A trained musician, practising composer, music theory expert and 
champion of avant-garde and non-commercial music himself,
Adorno had little time for the music produced by monopoly 
corporations and consumed by the mass public, except as a way of 
illustrating the power of the culture industry and the alienation to be 
found among the masses in capitalist society. (Strinati 1995:65)
The time spent acquiring these skills and expertise, means that Adorno had 
invested a lot of his time and reputation in the ‘high culture’. By challenging 
and criticising ‘popular culture’ he is simultaneously supporting the idea that 
the ‘high culture’ genre he is firmly attached to is superior, and claiming this 
superiority for himself. This can be seen as an example of competition 
between taste legitimisers, persons heavily involved with one genre criticising 
another to bolster the importance and relevance of their own and thereby their 
own importance and relevance.
7 Unlike the BBC whose funding from license payers means its priority is to provide a service.
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This competition can also be within genres, involving protection of ‘readings’ 
of what constitutes the correct interpretation. It can be seen that Adorno views 
his taste as superior to the masses in his quotes on the listeners: “arrested at 
the infantile stage ... they are childish; their primitivism is not that of the 
underdeveloped, but that of the forcibly retarded” (Adorno 1991:41).
Bourdieu’s (1984) theory, which is discussed below, may be taken to imply 
that Adorno is thus protecting his considerable investment in the ‘high culture’ 
genre.
Adorno’s work is criticised by DeNora for being presented in a language that 
makes it hard to understand and for a lack of empirical evidence to support his 
claims.
His work offers no conceptual scaffolding from which to view music 
... no consideration of how music gets into action. The weakness of 
Adorno’s approach lies in its failure to provide some means by 
which its tantalizing claims can be evaluated. (DeNora 2000:2)
The position taken by Adorno presents ‘high culture’ and the School’s 
intellectual position as being outside of the capitalist and cultural systems 
which they are commenting on. This only works if the theory is correct and 
they are two distinct areas, but if you accept that high and popular cultures are 
both part of a larger concept of culture, then Adorno’s theory appears weak as 
it fails to acknowledge the relationship between cultural areas.
Adorno presents some interesting ideas about how cultural and commercial 
processes work, but they need to be applied over the entire cultural space. 
Then Adorno’s work can be seen as enlightening in terms of the relationship 
between individuals and cultural commodities and how this is part of the 
capitalist system. His elitist defence of ‘high culture’ and superior self­
positioning presents an example of competition between genres. His attacks 
on popular culture can be compared to similar criticisms from less intellectual 
positions on other generic groups, for example an Indie group member about 
a Pop Idol product.
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They never pick people with great voices. They pick people who 
show off how many notes they can fit into a 10-second period. A 
great voice expresses something and gives you some idea of the 
personality behind the voice. There's zero personality in the voices 
of any of the people who sing on these shows. (Jarvis Cocker, BBC 
News (2007)) (note the implication that he has a great voice with 
personality).
Reproductions
Walter Benjamin was another member of the Frankfurt school, but his work is 
more distant from the school’s central theories. He examines how the 
processes of mass production have changed cultural products from being 
exclusive, in the form of one-off paintings and concerts, to accessible via 
photography and recordings. He uses the example of photography to argue 
that it is this new accessibility to art that has led developments in popular 
culture and that this has enabled new reactions from the ‘masses’ to art. He 
comments that the ‘aura’ surrounding art is reduced, which in turn affects 
those committed to its exclusivity.
That which withers in the age of mechanical reproduction is the 
aura of the work of art. (Benjamin 1973:223)
He continues to argue that the accessibility that reproduction enables changes 
the masses reactions to art from that of excluded to included, which makes it 
an activity they can become involved with. Elitists, such as Adorno, would see 
this as a dumbing down of their exclusive (and hard earned) world and so 
defend against it.
Mechanical reproduction of art changes the reactions of the 
masses towards art. (Benjamin 1973:236)
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This highlights the importance of new technologies in the development of 
‘popular culture’, and the importance of considering availability and access to 
cultural artefacts. This idea is discussed further in the section on the 
postmodernist approach to the study of ‘popular culture’, which sees the 
media’s incessant distribution of popular culture information as dominating 
individual’s sense of reality.
The next section discusses the work of Pierre Bourdieu, whose work provides 
a theory that links the different preferences for ‘high’ and ‘popular’ cultures to 
class relations and education.
Bourdieu on Culture
Pierre Bourdieu was a French philosopher whose work on culture, outlined in 
Distinction (1984), argues that the main feature of the taste process is to 
differentiate individuals by class. Bourdieu sets himself against the work of the 
philosopher Kant and his concept that taste is an innate, naturally occurring 
phenomenon, somehow outside of social values and construction. Bourdieu 
argues instead that taste is a deeply social phenomenon, rooted in education, 
and hence the class system. “People learn to consume culture and this 
educational difference is differentiated by class” (Jenkins 1992:138). The 
differences in taste created by education and class serve to reinforce and 
maintain these differences by uniting and separating.
Like every sort of taste, it unites and separates. Being the product 
of the conditioning associated with a particular class of conditions 
of existence, it unites all those who are the product of similar 
conditions while distinguishing them from all others. And it 
distinguishes in an essential way, since taste is the basis of all that 
one has -  people and things -  and all that one is for others, 
whereby one classifies oneself and is classified by other. (Bourdieu 
1984:56)
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Bourdieu argues that cultural appreciation, aesthetics, as he was using the 
example of art, is something that is learnt. The ability to enjoy a cultural 
artefact is a product of the training and practices of the actor, who develops 
an appreciation of the artefact in a certain way, a way which corresponds to 
that leant from the legitimate taste makers. From this he links levels of cultural 
taste to class and levels of education.
The myth of an innate taste... is just one of the expressions of the 
recurrent illusion of a cultivated nature predating any education, an 
illusion which is a necessary part of education, as the imposition of 
the arbitrary. (Bourdieu 1984:109)
Here culture is not an absolute, but a matter of arbitrary individual perspective. 
It is the education system, or more widely the taste makers and the way in 
which the ‘correct’ taste is decided, advertised and maintained by institutions, 
that dictates what artefacts belong in what class, and even how they are 
appreciated. These methods of performing a cultural action guide what is 
perceived as an individual interpretation along a narrower path, showing an 
example of how society provides blueprints and methods to individuals to 
enable them to perform actions. It should be noted that whilst Bourdieu 
primarily cites the formal education system as providing taste training, he also 
says it is learnt in wider activities, but that these are still bound up in class 
associations.
Bourdieu comments on culture constructing itself as a reality “culture is only 
achieved by denying itself as such, namely as artificial and artificially 
acquired”. (Bourdieu 1984:110). So, far from culture existing naturally, it is 
created by judgments of taste, but the people who try to set the taste appear 
to be talking about a real and provable truth. Hence the ‘masters of the 
judgments of tastes’ can appear to rise above the dictates of culture whilst 
operating within them.
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Bourdieu’s work can be seen as a development of Simmel (1904) who studied 
the use of fashion and how it was used by those of high class to group and 
differentiate. Bourdieu argues that any ‘cultural’ topic can be used to 
distinguish and associate social groups and to enable hierarchical levels to be 
established, although these levels are fluid and constantly competed for. This 
is summarised by Jenkins in a critical appreciation of Bourdieu’s work.
Each field of possibilities -  be it popular music or gardening -  offers 
a sufficient range of relationships of similarity and dissimilarity with 
respect to its products to constitute a ‘system of differences’ which 
allows the comprehensive expression of basic social differences 
(class) and ‘well-nigh inexhaustible possibilities for the pursuit of 
distinction’. (Jenkins 1992:142)
Cultural Hierarchy and Taste Legitimisers
Bourdieu looks at ‘culture’ from the perspective of class relations, in particular 
the use of culture as a manifestation of struggles and competition for status. 
This he combines under the label of ‘symbolic capital’.
The idea that struggles for recognition are a fundamental dimension 
of social life and what is at stake in them is an accumulation of a 
particular form of capital, honour in the sense of reputation and 
prestige, and that there is, therefore, a specific logic behind the 
accumulation of symbolic capital. (Bourdieu 1984:5)
He moves away from the concept of cultural theory and arguments about what 
is the correct evaluation of a culture, to look at individual tastes and how these 
are mobilised in social structures and their accompanying struggles for social 
recognition. The social status of an actor is exhibited in a variety of forms, for 
example dress, speech and views, which are all displays of taste. The status 
of an actor dictates the position in which they are embedded in society and 
their status can be linked to both the class an actor is in and the entitlements 
they can manipulate.
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Bourdieu moves away from the question of what is culture, to looking at 
cultural consumption. He examines how cultural artefacts are used within local 
interactions and the dynamic effects that this use has for the actors and the 
wider society. If displays of taste are signifiers of social status then the 
question of who legitimises these taste judgments becomes important. 
Bourdieu developed a model of a ‘hierarchy of legitimacy with respect to 
cultural goods and tastes' (Bourdieu 1984:95-8), which is outlined in Table 1 
below. It shows a progression through the traditional ‘high cultures’ of ‘art’ 
and ‘literature’, whose judgment makers have become institutions, through to 
individual decisions of personal taste.
Table 1: Bourdieu’s Spheres of Legitimacy
eve I Level of Legitimacy Sphere Cultural genre Judgement makers
fop Universal Legitimacy Sphere of legitimacy Music, painting, 
literature, 
sculpture
Legitimate authorities 
- museum, 
universities etc.
iddle Contested
Legitimacy
Sphere of the legitimisable Jazz, cinema, 
photography
Semi-legitimate 
authorities, expert 
opinion and individual 
taste
)ttom Non-legitimacy of 
arbitrary taste
Sphere of the arbitrary Fashion, food, 
furniture
Individual
Source: Bourdieu 1984:95-8
There are two distinctions in these levels, firstly that of the institutionalised 
nature of the ‘legitimate’ bodies which make and advertise the ‘correct’ taste 
judgements. Universities and museums have had a long time to develop and 
adapt to the task of judging and spreading information about these cultural 
artefacts. Note that there is still disagreement on taste judgements between 
members of the legitimate authorities. At the time he was writing jazz etc. 
were relatively new artefacts, and the process of their evolution as cultural
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forms was being developed, firstly by the institutionalised legitimate authorities 
as to whether they constituted artefacts to be included in their sphere or 
should be seen as a threat, and secondly as the separate commentators 
within the sphere organised themselves and competed in arguments about 
individual taste and the setting of generic standards.
The items in the top sphere are (or were) accessible through relatively 
exclusive means, at a concert, or in an art gallery, and as such the legitimisers 
are presenting an item to a larger audience. This links with the work of 
Benjamin, discussed above, in which the increased access to cultural 
artefacts, or representations of them, creates new relationships between them 
and individuals, leading to different cultural domains. As you move down 
Bourdieu’s levels, the size of the population that can use the product grows; 
as cinema and photography can be reproduced and so reach a much wider 
audience. The bottom level contains artefacts that are provided and used at 
the level of the individual (or small groups) and represent personal indicators 
of taste.
Richard Jenkins points out that this model should be viewed as large scale 
and abstract, and that closer inspection would reveal further hierarchies of 
taste.
This is a crude model. In particular, it conceals what Bourdieu 
would have doubtless wished to reveal in a more detailed 
discussion, namely that each of these spheres is internally 
hierarchicised in terms of vulgarity or barbarism of taste. (Jenkins 
1992:132)
The levels of hierarchy within the spheres, and the legitimisers of them, can 
be conceived of as similar to the spheres of the whole model, with the more 
institutionalized evaluators of taste (whose legitimacy as evaluators is 
maintained by those in society who concur with these views, and the status of 
these people) reaching more people than the those at the bottom. Jenkins 
also argues that the lower the level of legitimacy, the sharper the social
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competition over definitions of taste, and hence issues of status will be more 
pronounced. It is worth noting that Bourdieu’s model is specific to the time 
period he was studying, the 1970s and 1980s, and the French culture.
Jenkins (1992) presents an interesting summary of the development of culture 
and the individuals, groups and institutions that provide the legitimate 
authority of a taste or concept. In the mediaeval and early modern periods, 
two institutions, the Church and the Court, dominated culture by mechanisms 
of patronage and censorship (although some forms of ‘popular culture’ still 
existed in travelling players etc). Modernity enabled emancipation from these 
constraints and the gradual organisation of specific authorities in the field. 
These competed within emerging fields, such as between theatre companies, 
and across them, such as between theatre and opera for an audience.
Jenkins suggest that this can be seen as an economic change from the 
domination of a select sponsored and protected few, to a free market situation 
in which a large number of actors (for example publishers, theatre managers, 
critics, financers, collectors) compete both financially, for survival, and 
reputationally for the social construction of legitimate taste. How this carries 
into the globalised world of mass production is an interesting question, as 
control over cultural production and distribution becomes increasingly held by 
smaller numbers -  for example the Murdoch News Empire, whilst 
simultaneously the ability to produce and distribute information electronically, 
such as over the internet, has technically empowered individuals to reach a 
wide audience.
Bourdieu’s main argument, across his work, is that the dynamic processes 
and formalised behaviours of actors, is dictated (mainly) by their class origins 
and acts to maintain the hierarchical structure of class and power relations.
Bourdieu is concerned with: the manner in which the routine 
practices of individual actors are determined, at least in large part, 
by the history and objective structure of their existing social world, 
and how, inasmuch as the nature of that social world is taken as 
axiomatic, those practices contribute -  without this being the
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intention -  to the maintenance of its existing hierarchical structure. 
(Jenkins 1992:141)
This theory can be seen to have similarities to the work of Adorno (1991), 
which also sees culture as maintaining the class system, albeit in a different 
way. These theories see society as a dynamic yet stable system, whose 
dynamics keep the same structure; as Firth puts it:
Social organisation may change, but social structure remains 
relatively constant. (Firth 1964:30)
This suggests that in complexity terms the system is a self-organising one 
such as described earlier with the example of a bow wave, the water 
molecules change but the shape of the wave is constant. Similarly the 
individual actors and taste areas change, but they serve to maintain the social 
structure.
Bourdieu’s work has been criticised because he argues that the dynamics are 
applicable across cultures, whilst basing his theory on data obtained in 
France. He doesn’t comment on people’s choices of artefacts or how and why 
they use them, only their understanding of the taste judgments made by 
legitimate authorities. He fails to address the question that if taste can be 
learnt and has links to class and resources could not the lower classes learn 
taste to overcome their inherent disadvantages? If this is the case then taste 
can be seen as a test, rewarded with class position and its benefits. Bourdieu 
does not tackle this question and assumes that the exposure to education on 
tastes is enough to explain differences.
Bourdieu’s work sees taste as a socially created and maintained phenomena. 
He moves away from Adorno’s idea of one group inflicting a type of culture on 
another and instead links different social group’s use of taste to their own 
benefit. He argues the main purpose of expressions of taste are to unite those 
of similar class and divide them from those of different class. Because of this 
tastes are learnt corresponding to the actor's position within the social
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structure, via their education and social ties. He argues that any cultural field 
can be used to unite and divide on tastes and that within each taste field there 
is a hierarchy of taste legitimisers, individuals and institutions which present 
views on the current taste within this field as fact. The next section looks at 
the work of Frith which was influenced by Bourdieu and moves further towards 
explaining the usefulness of popular culture to the individuals that are involved 
with it.
Talk and Value Judgments
Frith (1996) presents the concept of Value judgements’ which summarize an 
actor’s views and attitudes towards music. He argues that any form of 
judgment of music is only valid at the level of individuals and the most 
important aspect is not the information within these judgments but the social 
uses it is put to. He stresses that appreciation of music or any ‘popular culture’ 
is manifested by talking about it:
Part of the pleasure of popular culture is talking about it, part of its 
meaning is this talk, talk which is run through with value judgments.
To be engaged with popular culture is to be discriminating, whether 
judging the merits of a football team’s backs or an afternoon’s 
soap’s plots. (Frith 1996:4)
What is interesting about this talk is that it is never ending. The arguments on 
what are ‘good’ and ‘bad’ cannot be solved, because each individual has 
investments with a piece of music and their own concept of it and it is a type 
of conversation that can be endless. Actors interpret the music based on their 
history and present circumstances.
These arguments stretch beyond the limitations of music into popular culture 
and it would seem into most spheres of life for example political debates, 
evolution versus creationist, and academic debate. So the question this raises 
is why are there so many discussions on topics which should be seen as 
irresolvable? Even Frith, after pointing out the futility of such an individual ‘I
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know best' approach to analysing music, talks about the Pet Shop Boys album 
Very’, telling us “It is a good record. What makes the Pet Shop Boys special 
is their sense of musical space” (Frith 1996:6). Again one must ask the 
questions, a good record to whom and whose interpretation of musical space? 
Why are so many actors and critics spreading their views, presented as the 
‘true’ understanding of music?
The discourse allows people to spend time talking together, to be social with 
the benefits that entails in terms of creating social connections and groups. If 
the discourse is an argument then someone can appear to do better (from 
another’s individual perspective) and this can help form hierarchies (both 
within a group and distinctions between groups).
Pierre Bourdieu points out that the aesthetic interpretation of high 
art is, in fact, functional, it enables aesthetics to display social 
superiority. (Frith 1996:18)
The discussion spreads information to the group members, allowing them to 
gain knowledge. The hierarchy (and each actor’s interpretation of it) helps to 
develop individual assessments of reputation, which can then inform individual 
choices. These connections can be the basis for friendship and love. The 
grouping of common tastes can help individuals find others with similar 
attitudes, morals, behaviour etc as advertised by the pre-eminent artists within 
the genre. Levin Schucking looked at the effects of literary taste on changes in 
courtship rituals in late 19th century Germany:
Here in reading together, the opportunity was gained of securing 
from the other’s judgment of men and things an insight into 
thoughts and feelings; an insight likely to become the first bond 
between kindred souls. (Schucking 1931:32)
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This argument can be extended to most aspects of ‘popular culture'; by 
connecting with one or many generic groups, the individual is revealing their 
tastes for judgment by others, as they do the same for other’s tastes. This 
information can provide a basis to know that friendship and romance is 
possible because of the concept of judgment in assessing someone’s tastes 
assumes a certain similarity and because similar tastes suggest that 
conversation and activities will be possible.
This relates to the psychological phenomena of ‘face’ (Tannon 1991), where 
actors can protect (or not) their ‘face’ by revealing different types of 
information about themselves, knowing that it will be judged. Because actors 
know that their audience are making judgments about the information there is 
the potential for faking:
A problem as Pierre Bourdieu points out, for people attempting to 
buy cultural capital, and a secret shame, as Frank Kogan suggests, 
for those of us who have ever tried to impress new friends. (Frith 
1996:5)
These taste arguments occur on a local level but also, with the development 
of the mass media, occur at higher levels of information production. The 
actors voicing their opinions about music, be it journalists, critics, musicians, 
celebrities, radio presenters, A&R etc. all present their own value judgements 
on the music. Their reputation (as evaluated by the individual receiving the 
information) are important in determining the effect any recommendation will 
have. These actors have invested in the recommendations they are 
presenting and this locks them into the past choices they have made. The 
success or failure of their value judgements and the feedback, negative and 
positive, from their decisions must influence their tastes and future 
recommendations. These people are still competing against each other, but 
are reaching far wider audiences than small friendship groups. These can be 
seen as members of Bourdieu’s higher levels of taste legitimisation.
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Finnegan (1989) points out that people invest differing levels of time and taste 
into the different cultural activities they are involved in. She suggests 
distinctions within the musician community she studied.
...we should look at how their particular love and use of music 
inform their social situations... a distinction between musical 
activities that are continuous with people’s other social ties (e.g. 
choirs and taste running in a family) and musical activities that are 
used by people to mark themselves off from their families (e.g. 
punk or orchestra v non-musical family. (Finnegan 1989:90)
Again we need to examine the different uses of culture which individuals have, 
whether inclusive or distinctive, whether a weak or strong investment and 
whether these investments are made in a range of cultural areas or in one.
Frith develops the ideas of Bourdieu and looks at the social use that 
individuals make of their tastes and popular cultural knowledge, within their 
social lives. He argues that conversations on tastes are never-ending and it is 
the discussion that is the point, not the outcome. Displays of taste, whether 
through conversation or attire etc, serve to give information to others about 
the individual, allowing a hierarchical status assessment of their tastes and 
providing information about whether friendship or love may be possible. 
Finnegan points out that people are involved with different cultural spheres to 
different degrees and argues that we need to examine the reasons individuals 
have for being involved in these spheres and the level of investment which 
they have made.
Post-Modern approaches
The postmodern approach emerged from the 1980s to the early 1990s as a 
critical approach to understanding knowledge that covers a wide area of 
study. Its key scholars include Baudrillard, Lyotard and Jameson. It is difficult 
to define a single postmodern theory, as it is a collection of ideas, on which 
there is much debate about what truly represent the postmodern theory.
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Whilst appreciating this some of the main points from this approach, which are 
relevant to the study of popular culture and music genres, are discussed 
below.
The ‘postmodern condition’ is said to represent a new state of understanding 
of knowledge. One of the main arguments of this approach is the rejection of 
the idea that there are solid, stable ‘facts’ about the world. From this, 
postmodernism rejects such ‘metanarratives’ as religion, Marxism and 
science, although this rejection has been criticised as being a metanarrative 
itself. Lyotard (1984) argues that the postmodern condition is expressed as 
‘incredulity towards metanarratives’ (1984:24). This importance of 
understanding knowledge as an ongoing process and to accept that even 
accepted theories may be re-evaluated is paralleled in a complexity view 
which sees all systems as dynamic and changing. This is particularly relevant 
to the social sciences that are a new and evolving approach, so any non­
dynamic theory can only be relevant across a point in time, and understanding 
needs to be developed about how the system changes over time. This is a 
feature of both postmodernism and complexity, and Cilliers (1992) argues that 
a complexity approach answers many of the problems that a postmodern one 
raises. Philosophers such as Derrida (see (Wood 1992)) examined language 
and showed how context and interpretation dependent language and words 
are, and hence how knowledge, which is contained in language, is not fixed.
Postmodernism describes the emergence of a social order in which the 
importance and power of the mass media and popular culture means that they 
govern and shape all other forms of social relationship. The idea being that 
information in the form of cultural signs and images dominates people’s sense 
of reality and becomes the information against which they define themselves 
to the world. Postmodernism argues that part of our perception of social reality 
is built from the information received from the media:
..that the media played some part in constructing our sense of
social reality, and our sense of being a part of this reality. (Strinati
1995:224)
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The viewpoint on social reality is constructed from all social information 
received from outside the actor. As the media increasingly provides this 
information then this will inform and shape individual’s perspective on social 
reality. But information received must vary depending on consumption of 
media, both quantity and types, and how far this informs an individual’s 
perspective.
There is an argument for a blurring between the economy and ‘popular 
culture’, as there is a circular relationship between what actors buy affecting 
‘popular culture’ and ‘popular culture’ affecting what they buy. This process 
can be traced into the economics of advertising, which use any means to 
reach target audiences and make their product popular. So linking a pop star 
with a product uses the communication channels already made by the pop 
star to access the target audience, and links the product positively because 
the star is saying they like it. The first global example of this was Michael 
Jackson advertising Pepsi in the 1980s. The star’s reputation and relationship 
with the fans means that his recommendation had more validity than an 
unknown face.
A focus of Postmodernism is the emphasis on style at the expense of 
substance. They argue that:
We increasingly consume images and signs for their own sake 
rather than for their ‘usefulness’... as a result qualities like artistic 
merit, integrity, seriousness, authenticity, realism, intellectual depth 
and strong narratives tend to be undermined. (Strinati 1995:225)
But one must ask who is making the judgments on ‘usefulness’ etc? If it can 
be argued that this change has occurred then the question would seem to be 
why, where and when? Postmodernism suffers, like most social theories, from 
a lack of empirical evidence to support its claims. One interpretation on the 
predominance of signs and symbols is that as shared knowledge of cultural 
information increases, then actors only need signs and symbols to be referred 
to a deeper meaning. Interestingly the ability to interpret these signs, on
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different levels, can be seen as a cultural ability that can gain reputation and 
be used within conversation. So as Adorno gains reputation from his skills and 
knowledge of ‘high culture', others can do the same with knowledge of popular 
culture. For example understanding a subliminal joke on the Simpsons and 
explaining it to someone would gain the explainer reputation. But this is 
dependent on the value placed on the area of culture, be it high or popular, by 
the observers, so if the area loses its cultural value anyone connected with it 
also loses. These concerns about ‘usefulness’ seem to come from academics 
who value it, and their concerns are similar to Adorno, that the skills they have 
invested in and value are less valued by the wider population. For example 
the academic Strinati being concerned with the undermining of intellectual 
depth in the quote above.
Storey argues the realisation that there is more to culture than high and low is 
a post-modern one:
This is the metanarrative that all postmodernists agree has 
collapsed: the Arnoldian distinction between high culture as ‘culture’ 
and the culture of everyone else as ‘anarchy’. (Storey 1994:345)
This argument only seems valid in terms of those people (connected to the 
high culture) who believe(d) that this dichotomy was ever valid, for example 
the work of the Frankfurt School discussed above. The traditional division 
seen between high and low culture can be seen as an example of the first 
generic grouping, as the individuals within the cultures sought to identify with 
each other and differentiate from others. The post-modern approach rejects 
studies which treat genres as distinct entities that can be studied in isolation 
from each other. Finnegan argues that we need to compare these different 
worlds looking at the similarities and differences:
It seems unduly restrictive, in short, to treat classical, folk, and pop 
music worlds (as most analysts have) as if they were distinct 
objects of study; it is more fruitful to treat them comparatively, 
tracing contrasting solutions to shared problems. (Finnegan 1989:7)
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A response to these traditional approaches is that the study of music and 
genre should begin by investigating the whole field of music. Then from a 
ground level understanding of how people relate to music, it can be seen if 
genres form, and then ask the questions how and why. Frith begins with this 
approach with reference to the traditionally defined division of high and low 
cultures:
I believe that we should begin from the principle that there is no 
difference between high and low culture and see how nevertheless 
such a difference has become a social fact (the result of specific 
historical and social and institutional practices). (Frith 1996:19)
This is a rejection of the traditional approach of accepting generic and other 
grouping labels as unproblematic. The nature of society is one of dispersal 
with actors being involved in one or more worlds. By accepting a definition as 
a description of the world, rather than an individual interpretation of it, the 
approach is placing artificial limits on the area of research and hence limiting 
understanding of the world. Rather than applying top-down definitions to limit 
the area of research a bottom up approach of exploring all aspects of a 
system is imperative.
Postmodern theories provide a collection of ideas used to challenge the 
traditional ways of viewing social life and theorising about it. The rejection of 
metanarratives stresses the need for social theories to explain the dynamic 
changes of social systems and not to limit theories to explaining the target at 
one slice of (extended) time. This relates to a complexity view that the various 
states a system may exist in and how it changes between them need to be 
explained, rather than just one state. Postmodernism raises the question of 
the usefulness of cultural artefacts and knowledge and seems to have a 
similar argument to Adorno that the high consumption of useless media 
information is a negative feature of contemporary society. It rejects the 
traditional idea that culture can be split into high and low culture, arguing that
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all aspects of the field need to be studied and any divisions in their social use, 
rather than presumed.
Conclusions
This chapter has overviewed theories of genres and popular culture. It started 
looking at the idea that genres are fixed categories and rejected this idea, 
arguing for a dynamic categorisation system which develops as new cultural 
texts and styles are developed. This stressed the importance of viewing how 
individuals view genres and culture rather than presuming fixed categories. 
The work of Adorno was discussed which proposed the idea that different 
classes had different types of culture and that the dynamic use of culture 
served to maintain the class system. However aspects which suggested that 
popular culture was forced on the masses by the dominant culture to maintain 
the status quo were rejected.
The work of Bourdieu starts to reassess the question of the use of popular 
culture to individuals by presenting an example of a social use for culture. He 
argues that different tastes are learnt through education and the type of tastes 
are dependant on the individual’s class status. This display of tastes indicates 
class and privileges and serve to group those of similar class together and 
differentiate them from other classes. Bourdieu introduced the idea of a 
hierarchy of legitimisers, with those with more experience/history/invested in 
producing taste judgments higher up the hierarchy.
The work of Frith presents the idea of value judgements and argues that it is 
the social use and discussion of popular culture that is important. He suggests 
that these displays are assessed for similarity and differences and are used to 
create social hierarchies and indicate the potential of friendships and 
romance. Finally Finnegan argues that we need to consider the various 
cultural spheres that individuals are involved in and their reasons and level of 
investment for each involvement.
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The main conclusions from a discussion of postmodern theorist’s views are 
that theories need to explain the dynamic changing states of societies rather 
than just a point in time and that we need to reassess the presumed 
differences between high and low culture and focus on how these differences 
came to be.
This chapter has argued that taste is used within dynamic social systems and 
that these displays of taste are used to organise social order, with links to 
different status levels. The next chapter looks at the social groupings that 
these taste displays are used within, which are commonly defined as 
subcultures.
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Chapter 3: Sociology of Subcultures
This chapter reviews the historical approaches to the sociological study of 
subcultures. There have been four broad approaches to the study of 
subcultures: the US based Chicago school, whose main work was produced 
from the 1930s to the 1960s; the psychological approach focusing on 
subcultures of deviants, produced in the first half of the 20th century; the 
Birmingham based Centre for Contemporary Cultural Studies (CCCS) whose 
theory of subcultures was mainly developed during the 1960s and 1970s, and 
a broad range of contemporary accounts, which attempt to blend modern 
theory, most notably postmodernism, with responses to the criticisms and 
shortcomings of the earlier approaches.
As with all reviews of earlier work it is important to consider the work within 
the temporal context in which it was undertaken. The field of subcultural 
analysis has developed in parallel to the cultural practices they studied, and 
the social, political and economic environment of the subcultures of the 1930s 
was very different from those of today. Appendix 3.1 shows a table 
summarising the main subcultures identified in the literature, and the rough 
dates they were popular. This has been developed from the information in 
The Language of Youth Subcultures’ (Widdicombe and Wooffitt 1995) and, as 
the authors point out, this information is intended as an overview of the 
popular stereotypes of these groups and not as a contemporary history. This 
list contains the subcultures most commonly identified and researched within 
the literature, but it is not intended as a complete list of subcultures, for 
example Northern Soul, Disco and Glamrock subcultures are not included for 
reasons which are discussed below.
There are difficulties of defining what a subculture is and how this links to a 
sociological understanding of them. In everyday use the term is 
unproblematic: subcultures are groups of individuals with similar tastes in
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music, style and ideology, for examples Punks, Ravers, Goths and Mods. 
Blackman presents a contemporary definition of subcultures:
The concept of subculture at its base is concerned with agency and 
action belonging to a subset or social group that is distinct from, but 
related to the dominant culture. (Blackman 2005:2)
However, the scholars in this field have found increasing difficulty in producing 
a precise definition. The polysémie meanings of the term have developed for 
three reasons; it has been used to describe many different groups over the 
20th century, it has been used by different theoretical approaches, which 
apply their own meaning to the term, and it has entered everyday parlance, so 
the media and public have also added their meanings to it. The changing 
meaning and different interpretations of this term represent an example of the 
context/meaning dynamics that is one aspect that this thesis is trying 
understand.
Further to these difficulties defining the term subcultures, there is some 
confusion between the use of the terms genre and subculture in the literature. 
To clarify this, the term subculture is used to refer to a group of individuals 
and a genre as a group of texts, in this case musical texts. The concepts of 
genres and subcultures (and culture) share similar difficulties of being labels 
for groups with no definitive, objective method of classifying membership, and 
much of the discussion on genres in Chapter 2 applies to subcultures. One of 
the difficulties defining the term subculture is the two possible interpretations 
of the prefix ‘sub’. This can mean subgroup or subset as clearly indicated in 
the quote above, or it can suggest subordinate and of lesser rank. Both of 
these interpretations are used in the theories given, which creates two 
different ways of thinking about these groups.
This chapter overviews the history of the study of subcultures, and critically 
discusses how the various research and theoretical approaches have added 
to the meaning of the term and the groups that it labels.
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Chicago School
The beginning of subcultural studies was arguably the work of the Chicago 
School of Sociology8. The school was founded in 1913 and, under the 
direction of Robert Park and W. Thomas, undertook to use empirical 
sociological research to map and understand the social and cultural territories 
of the city, and its diverse population. The school’s focus was to use 
qualitative empirical evidence9 to develop broader and more general insights, 
in light of the results of these inquiries made into the contemporary world 
(Bulmer 1984). Their ethnographic approach to understanding youth’s stories 
by locating them in their own social space within their own social bonds has 
been proposed as the beginning of subcultural studies (Blackman 2005). One 
area of the school’s work was deviancy, with notable work by Shaw and 
McKay in the early 1930s, looking at social factors affecting juvenile 
delinquency see for example Shaw and McKay (1931). The founding director 
of the school, Robert Park, was a student of Georg Simmel who first 
developed the concepts of individual’s use of fashion to group and distinguish 
(1904), which Bourdieu (1984) was to later develop in terms of cultural capital 
and then Thornton (1995) transferred back to the field of subcultures as 
subcultural capital.
Building on this work and approach were Albert Cohen and Harold Becker 
from the ‘second wave’ of the Chicago school. Becker’s study ‘Delinquent 
Boys’ (1955) labelled the groups of delinquents he studied as subcultures. 
The focus on identifiable delinquent behaviour meant that the subjects 
researched were from the poor, disadvantaged, working class areas of 
society. This started a long running association of subcultural members being 
only from the working class. In later work Cohen expanded his research to 
look at middle class and female delinquent groups. His research argued that 
the driving force in subculture formation was unresolved status issues. Cohen 
argues that these individuals did not have the opportunity to obtain the
8 As Becker explains (1999) the school as a single entity or approach is a myth, but 
presenting it as such is easier for clarity, if this is remembered.
Whilst the school is predominantly linked to qualitative fieldwork members also developed 
quantitative survey techniques.
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legitimate status decreed by mainstream society, which created a tension in 
their lives.
The status frustration of young working class men, taught at school 
to aspire to middle class values, yet remaining tied to their limited, 
working class opportunities. (Cohen 1955:63)
This frustration could be resolved by individuals collectively reassigning status 
to the behaviours where they could achieve it.
One solution [to the status problem] is for individuals who share 
such problems to gravitate towards one another and jointly to 
establish new norms, new criteria of status which define as 
meritorious the characteristics they do possess, the kinds of 
conduct which they are capable. (Cohen 1955:65-6)
In his studies this new status was from various acts of petty crimes, including 
theft. His research found that often the stolen goods were vandalised and 
destroyed, and concluded that the purpose of these crimes was participation 
in the activities, rather than for gain. He argues that the process of developing 
local status systems drives a polarisation process where the subculture 
becomes increasingly separated from society. Here the distance in values 
between subculture and mainstream culture becomes a celebrated value in 
itself. For example the work of Howard Becker (1963) on jazz musicians found 
that they emphasised the differences between their ‘hip’ values and those of 
the ‘squares’, similarly Thornton (1995) found dance enthusiasts celebrated 
the difference between their authentic, underground tastes and those of the 
chart mainstream. Two forces serve to separate the subculture from the 
mainstream one, the positive10 values of performing the behaviours which 
achieve status and negative in criticising mainstream society which doesn’t 
value these behaviours.
10 Positive as viewed by the group, not mainstream society.
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Whist a detailed historical account of subcultures is not the aim of this thesis, 
it is interesting to hypothesise the relationship between the general 
development of popular cultures, the media and subcultures. As information 
regarding possible activities spread and individual spending powers 
increased, the available options for activities to apply new, subcultural status 
to also increased. The originally identified subcultures were centred around 
acts of deviancy, as at this time there was little popular culture to consume 
and even less money to consume it with, so choice in alternate behaviour was 
limited. As popular culture developed and information about other possible 
behaviours was diffused there became other outlets to develop local status 
values in, for example jazz music and pot smoking. These may have become 
more attractive for this purpose, because both were viewed negatively by the 
mainstream, jazz music started in predominantly black cultures11 and pot is 
illegal and also has strong black cultural connections. It is possible to perform 
these behaviours more covertly than theft and vandalism, so they had the 
additional benefit of less chance of legal regress.
The work of Becker and Cohan used empirical research on working class 
Americans to develop a theory of local status. They argued these youths 
reacted against the unachievable status activities of the dominant, middle 
class and developed local behaviours which bestowed status within their 
social groups, in these cases delinquency, jazz and pot smoking. This process 
further polarized the subculture from the mainstream, as those with similar 
status values celebrate their differences from other groups.
Psychology of Deviants
A counter view developed by British psychologists was that deviancy could be 
explained by innate differences. This research relied heavily on psychology 
and psychoanalysis to explain deviancy. Two key figures were John Bowl by, 
(1946) whose psychoanalytical theory of deviance suggested deviants had 
‘affectionless personalities’, and Cyril Burt (1925) who argued that deviants 
possessed ‘innate defective morals and pathological traits’. One of the first
11 Becker’s research was conducted at time when racism was rife in America.
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appearances of the term ‘subculture’ was in research which built on Burt’s 
approach, this asserted that a large proportion of the mentally subnormal were 
of a type termed ‘subcultural’ (Blackman 2005). In this early usage the ‘sub’ in 
subculture is used to imply a subordinate relationship to the mainstream one, 
based on lower innate abilities. These works have been subsequently 
criticised, and the approach discarded, because of their ‘faulty methodology’, 
notably the use of IQ tests, and failure to ‘situate behaviour in the broader 
class context of poverty, inequality and exploitation’ (Humphries 1981:19).
Despite these criticisms of this approach we can ask more pertinent questions 
concerning the possibility of a relationship between individual traits and 
subsequent subculture adoption. Whilst this approach assumed homogeneity 
between members and lower abilities, a modern application of this approach 
could address the idea that there may be a relationship between individual 
traits and particular subculture involvement, and individual traits and status 
position within subcultures. So for example naturally weak individuals would 
not be attracted to subcultures which celebrate endurance such as House 
music and its all night dancing, similarly a DJ with poor coordination is unlikely 
to be successful.
Centre for Contemporary Cultural Studies
Birmingham University’s ‘Centre for Contemporary Cultural Studies’, the 
CCCS, was one of the first attempts to study contemporary and popular 
culture within UK academia. It was founded in 1963, became an independent 
unit in 1972, and throughout the 1970s was a dominant force in the emerging 
field of cultural and media studies. It used a variety of theoretical approaches, 
notably neo-Marxism and semiological interpretation, to produce a rich 
analysis of contemporary cultures. It was this group which changed the 
concept of subcultures from its direct association with deviancy, to being a 
label for groups with a specific set of cultural traits. These cultural traits were a 
mixture of behaviours, most notably clothing, ideology, music tastes and 
lifestyle. They labelled these groups as ‘spectacular subcultures’, examples 
being Punks, Mods and Hippies. The centre researched contemporary British
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subcultures using a mixture of participant-observation and interpretation of the 
symbols the subcultures adopted. Amongst a wide selection of work, two key 
texts exemplify this approach, ‘Resistance Through Rituals’ (Hall and 
Jefferson 1976) and ‘Subcultural conflict and working class community’
(Cohen 1984).
Their work had similarities with the Chicago school in that they focused on 
working class subcultures and argued that they functioned to resolve 
contradictory societal issues. However, they were more specific about the 
issues which were resolved and read meanings into the particular style in the 
context of the individual’s circumstances. These circumstances related to the 
changing position of individuals within society due to economic and political 
changes.
The latent function of subculture was to express and resolve, albeit 
magically, the contradictions which remain hidden or unresolved in 
the parent culture. Phil Cohen quoted in (Hebdige 1979:77)
The ‘magically’ part of this quote implies that the individuals had limited 
understanding of how their actions resolve these issues, but by performing 
them the contradictions are resolved. The CCCS argue that the youths 
resolved these issues symbolically through a process they labelled as 
bricolage, defined as The appropriation and recontextulization of cultural items 
to communicate new meanings.” (Muggleton 2000:13).
Phil Cohen (1984) argues that the economic and social changes in the East 
End in the 1950s and 1960s dismantled the traditional kinship system of 
working class culture and forced it to redefine itself against a bourgeois 
image. The Mod subculture performed bricolage by recontextulizing the 
scooter from ultra-respectable means of transport to a subcultural status 
symbol. Cohen argues that the mod subculture, noted for an obsessional 
emphasis on smartness of appearance, was an upwardly mobile option of an 
imaginary relation between the individual’s current circumstances and that of 
the white-collar worker. Similarly the Skinhead option was a downward option,
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“a reassertation of the values of working-class culture through its most 
recessive traits -  its puritanism and chauvinism” (Cohen 1984:84).
For the CCCS the adoption of new status activities involved taking behaviours 
and symbols from the mainstream culture and reapplying a local meaning to it. 
This meaning reflected the subculture’s members marginalised position in the 
overall society.
The CCCS used a semiotics approach to identify the new meaning of symbols 
and behaviours adapted through bricolage. Adopting a semiotics approach 
meant that much of its work is focussed on interpreting, or as they would have 
it, ‘decoding’ the meaning of the subculture’s adopted symbols. This approach 
led to a competitiveness between research as each tried to outdo the former 
by identifying the ‘true’ meanings of these texts, with each researcher 
asserting “that theirs is the genuine explanation of behaviour” (Blackman 
2005:2). The CCCS has been criticised for its academic elitism, in that only 
they can crack the code of meaning in the use (Muggleton 2000). The 
problem being that this academic interpretation does not coincide with a 
participant’s own interpretation of a subculture’s meaning, or acknowledge the 
individual’s reasons for being a member of a subculture (Cohen 1980).
Stanley Cohen comments on the use of interpretation to ‘decode’ the meaning 
in subcultural style arguing that:
This is to be sure, an imaginative way of reading the style; but how
can we be sure that it is not also imaginary? (Cohen 1980:xv)
Widdicombe and Wooffitt (1995) argue that the CCCS’s approach places too 
much emphasis on finding an absolute meaning for cultural traits and 
artefacts. By assuming that there is one true meaning of a subculture these 
approaches ignore the various meanings that the individual members place on 
their behaviours. The point is not academics trying to find a true meaning to a 
style, but the local meanings that members of the subcultures apply to their 
styles. These styles and ideologies provide numerous interpretations which
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provide the subculture members with numerous interpretations to make, 
demonstrate and assess between themselves.
The CCCS’s argument that subculture's styles have meaning as a working 
resolution to status issues is weakened by the research of Miles (1995). This 
found that the first wave which developed the Punk subculture were small 
groups from the middle and upper classes, so the symbols used could not 
have been developed to solve the status issues of the working classes.
Most of the punk creations which are discussed [by Hebdige] were 
developed among the art-school avant-garde, rather than 
emanating “from the dance halls and housing estates”. (Miles 
1995:35).
The importance placed on the ideology of a subculture meant that the CCCS 
chose subcultures to study which appeared to have an ideology they could 
place in relationship to the political climate of the day. As such they have been 
criticised for ignoring other subcultures or fashions such as Glam-rock and 
Disco whose lifestyles of gender experimentation and hedonistic dancing did 
not fit into their framework. These fashions seem similar to the identified 
subcultures but their situation within the middle classes and lack of 
interpretable political symbols means that they are not considered by the 
CCCS as subcultures. For similar reasons any revivals are largely ignored, 
Widdicombe and Wooffitt report a Teddy boy revival in 1977, and a 
subsequent Mod revival, but these are seen as ‘not significant’. Also rejected 
as unimportant are the transformations of scenes: “punk and punk music went 
through several transformations: crass, hardcore and skateboard punk, thrash 
punk and crusty punk.” (Widdicombe and Wooffitt 1995:13).
By prioritising symbolic meaning this approach ignores other possible reasons 
for the uptake of stylistic symbols, including their availability, affordability and 
usefulness. For example the claim that the Mods subverted scooters from a 
conservative means of transport to a 'distorted image', ignores the prime 
reason for using scooters - they provided a cheap form of transport. Once
75
these forces have selected the item as useful then it becomes a subcultural 
symbol which individuals can use to differentiate on, by model and upgrades.
However the conclusions of the CCCS are that the signs adopted by 
subcultures express the members’ status tensions and can be decoded to 
understand these expressions.
Subcultures are therefore expressive forms but what they express 
is,... a fundamental tension between those in power and those 
condemned to subordinate positions and second-class lives.... I 
have interpreted subculture as a form of resistance in which 
experienced contradictions and objections to this ruling ideology 
are obliquely represented in style. (Hebdige 1979:132-3)
The CCCS developed the Chicago school’s concept that subcultural 
behaviour and styles develop to allow marginalised groups access to achieve 
status. Symbols and behaviour are taken from those available from the 
dominant culture, but are recontextulized to have a different meaning through 
the process of bricolage. They argue that this creates a new meaning which 
reflects and resolves these status issues and that it is by interpreting these 
new and old meanings that academics can understand subcultures. However 
this interpretation approach has been criticised for its elitist attitude to 
understanding these symbols, which do not seem to match with the 
understandings of the individuals involved. Contemporary research argues 
that it is the individual’s understanding and use of these symbols which should 
be the focus of study.
Heterogeneity and Internal Dynamics
This section discusses work focusing on the relationship and differences 
between subculture members, beginning with the work of Dick Hebdige 
(1979). His work is closely connected to that of the CCCS, from where he 
graduated, but is more dynamic than that typical of the centre, and he 
interprets interactive aspects of the development of the Rasta, Teddy Boys, 
Mods, Rockers, Skinhead and Punk subcultures. His research follows a
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history of these groups, which he presents with little supporting data, although 
he claims his work is underpinned by ethnographic research. Following the 
history of these groups he looks at issues of geographical proximity and 
similarities and differences in ideology and how these lead to closer 
interaction, for example between the Mods and Rastas or hostility, between 
the Teddy Boys and Punks.
Hebdige emphasises the communicative effects of the adopted symbols of a 
subculture by an individual. Adoption of the punk look is not just a statement 
about the individual and their position in society, but also functions to confirm 
a similarity between members. As such he returns to Simmers idea of 
similarity and difference.
The communication of a significant difference, then (and the 
parallel communication of a group identity), is the 'point' behind the 
style of all spectacular subcultures. (Hebdige 1979:102)
An interesting point here is that Simmel saw the process as flowing down the 
class hierarchy, so the rich developed the fashions which percolated down the 
class/wealth chain. Hebdige sees the process as less linear, with ‘difference’ 
applying between other subcultures as well as the mainstream.
The succession of post-war youth styles can be represented on the 
formal level as a series of transformations of an initial set of items 
(clothes, dance, music, argot) unfolding through an internal set of 
polarities (mod v rocker, skinhead v greaser, skinhead v hippie, 
punk v hippie, ted v punk, skinhead v punk) and defined against a 
parallel series of 'straight' transformations ('high'/mainstream 
fashion). (Hebdige 1979:129)
This places the subculture within the wider cultural environment that it exists 
and acknowledges that individual taste decisions are influenced by what 
others are doing.
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The assumption that all members of subcultures share the same view and 
reference to other groups falls into the problem of assuming that these are 
homogenous groups interacting, rather than various individual relationships 
and perceptions. A major criticism of these early works on subculture is that 
they suggest a high homogeneity among members of a subculture.
There is a relative neglect of features such as internal diversity, 
external overlaps, individual movement between subcultures, the 
instability of the groups themselves and the large number of 
relatively uncommitted ‘hanger-ons. (Clarke 1981:82-3)
Both the Chicago School and the CCCS imply that all members of a 
subculture are faced with the same status tensions/class issues, which is why 
they are grouped in the subculture. The CCCS’s work also implies that each 
subculture is a response to a particular set of circumstances and “presuppose 
the existence of singular, subversive meaning of subcultural styles, which, 
ultimately, reflected the shared class position of participants” (Hodkinson 
2002:11). This fails to take into account two important aspects; that 
subcultures are groups of individuals in different circumstances, and that 
these individuals’ circumstances change overtime. Therefore how can it be 
possible that one consistent set of cultural traits and ideology can express and 
resolve each individuals’ circumstances? The traditional approaches focus on 
the similarities between members of subcultures, because “the members of a 
subculture must share a common language” (Hebdige 1979:122), but this 
must be balanced by acknowledging the differences between members as 
well.
Hebdige begins to address the questions of differences between members, 
although he sees it as marginal to subcultural development, rather than a 
driving force. He comments that not all punks were equally aware of the 
ideological basis of the subculture, and suggests that there was a first wave of 
innovators for whom “the style no doubt made sense”, but the meaning of the 
style remained “inaccessible to those who came after the subculture had 
surfaced and been publicized”. He identifies two levels within subcultures
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between ‘originals’ and ‘hangers-on’, supported by evidence from founder 
members, who complain of ‘plastic Punks’, ‘burrhead Rastas’ and ‘weekend 
Hippies’ (McCall 2001) and acknowledges that different members bring 
different degrees of commitment to the subculture, from a slight distraction to 
complete immersion.
Contemporary work operating in a postmodern framework such as Bennett 
(1999) rejects the term subculture for its implied fixed characteristics. He 
argues the term subculture is deeply problematic as it imposes rigid systems 
of behavioural characteristics, which once adopted stay adopted, saying that 
the evidence does not match with this description.
Indeed, at the most fundamental level, there is very little evidence 
to suggest that even the most committed groups of youth stylist are 
in any way as 'coherent' or 'fixed' as the term 'subculture' implies. 
(Bennett 1999:605)
This suggests that research needs to identify the differences between 
members as well as the similarities, and not assume homogeneity. 
Muggleton’s (2000) research looked at the how individuals navigated the 
larger space of contemporary culture in constructing their identities. He found 
that identities were not as fluid as Bennett suggests. His empirical research 
found a relationship between an individual’s investment in subcultural identity 
and the perspective of other subculture members.
That individuals perceived in this way [low investment] were 
derided as both superficial and part-timers, and invoked as a 
subcultural ‘Other’ against which the interviewees could assert their 
own affiliations. (Muggleton 2000:93)
This shows that whilst subcultural membership needs to be construed as fluid, 
this fluidity is tempered by individual’s levels of investments and knowledge of 
the scene and how this affects their relationship to the wider subcultural 
communities. If individual behaviour can change overtime then this means
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the membership of groups is also fluid. Bennett interprets the traditional 
definition of subculture to mean a fixed membership and argues against this:
...those groupings which have traditionally been theorised as 
coherent subcultures are better understood as a series of temporal 
gatherings characterised by fluid boundaries and floating 
membership. (Bennett 1999:600)
If group membership changes overtime and individuals enter and leave, is it 
still the same subculture? A dynamic complexity approach can solve this 
problem. The through-flow of different agents maintain the emergent features 
of the subculture, but at different points in time the system is made up of 
different members. As such a subculture should be seen as the particular 
members and views at each point in time rather than a stable social structure.
Bennett concludes that the term subculture, which he argues does not imply 
these feature of fluid and temporary, should be discarded and replaced by the 
term ‘neo-tribes’. Hesmondhalgh (2005) argues against this new term pointing 
out that its associations do not imply this fluid aspect, but on the contrary 
imply a primitive bands of small fixed membership. Whilst Bennett introduces 
some important aspects that a modern understanding of subcultures needs to 
address, introducing a new term only serves to complicate things and divorce 
the subject from its history. Hodkinson (2002) concluded his assessment of 
the field by arguing that the term subcultures should be redefined to include 
these meanings, rather than be replaced.
This section has discussed work which looks at the internal relations between 
subcultures and within them. Hebdige argued that a subcultural style served 
to communicate group identity as well as differences from other groups. He 
identified two differences between members, temporal between the scene’s 
originators and later joiners and level of commitment. Muggleton found that an 
individual’s level of investment influenced how other members of the 
subculture viewed them. Bennett’s work continues the progression of the field 
from regarding subcultures as homogenous groups to focussing on the
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individual and looking at their changing lifestyle interests and relationship with 
a particular style. This approach is continued by Sarah Thornton who looks at 
contemporary club cultures and focuses on the relationships between 
members involved in the scene and their perception of others.
Thornton and Subcultural Capital
In her book “Club Cultures: Music, Media and Subcultural Capital” (1995) 
Sarah Thornton presents the most in-depth theory available of the UK 
clubbing subculture. The book is developed from her doctoral thesis and 
combines her ethnographic field work with an analysis of the development of 
youth culture in general. Her theoretical influences are from Bourdieu and the 
Chicago School, as well as being post-CCCS and responsive to the criticisms 
of this approach as discussed above. Thornton has two main foci about club 
culture, how individuals use tastes as subcultural capital and how the media 
operates throughout the scene’s development.
Thornton emphasises the importance of taste over ideology and argues that 
groups form round similar tastes, rather than social situation.
Club cultures are taste cultures. Club crowds generally congregate 
on the basis of their shared taste in music, their consumption of 
common media and most importantly their preference for people 
with similar tastes to themselves. (Thornton 1995:3)
She develops her concept of taste from that of the CCCS, which only 
acknowledges differences between subcultures and implies that membership 
of a subculture means adoption of all its associated traits. Thornton 
conceptualises an individual’s taste as being a group of various traits, built up 
from experience. This allows for a subculture’s members to be grouped by 
similar shared traits, but have individual differences which enable internal 
taste hierarchies. Thornton argues that historically studies have examined 
status issues between subcultures, and subcultures and the mainstream, but 
have not looked at the internal status relations between clubbers.
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Crucially, club cultures embrace their own hierarchies of what is 
authentic and legitimate in popular culture - embodied 
understanding of which can make one 'hip'. (Thornton 1995:3)
To define the differences between subcultural members Thornton coins the 
term ‘subcultural capital’. This comes from Bourdieu’s (1986) framework for 
analysing the social world, in which actors have differing amounts of social, 
economic and cultural capital. Thornton (1995) defines cultural capital as:
Knowledge that is accumulated through upbringing and education 
which confers social status. Cultural capital is the linchpin of a 
system of distinctions in which cultural hierarchy correspond to a 
social one and people’s tastes are predominantly a marker of class. 
(Thornton 1995:10)
Cultural and subcultural capital have some important differences from the 
normal use of the term capital, which implies a finite, quantifiable amount of 
something which can be transferred between people, and, from an individual’s 
perspective, gained and lost. Whilst this applies to social and economic capital 
it does not to cultural capital, which is (barring memory loss) only 
accumulated. An individual’s perspective on the taste and value of a piece of 
cultural information may change, but they retain the information. Further it is 
not in limited supply, as is capital, but can be learnt, so therefore everyone 
can learn all of the information. This makes competition for subcultural capital 
a non-zero sum game. There are two related aspects to defining the value of 
aspects of subcultural capital, rarity and perspective. The value of subcultural 
capital is in its use and as a piece of information becomes common its value is 
lowered. This is similar to goods where rare items are worth more than mass 
produced ones. Similarly the value depends on the perspective of the 
assessor, if they value that particular knowledge area. This is similar to a 
goods market where the price depends on the value the potential purchaser 
places on the good.
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Thornton argues that individual level knowledge of the scene’s current styles, 
music and behaviour is a form of subcultural capital and that this is used to 
differentiate between individuals within the scene. In this way status is not just 
acquired by subcultural membership, but differing levels can be acquired 
through different levels of subcultural capital and its use in social interaction. 
Subcultural capital can be objectified or embodied.
Just as books and paintings display cultural capital in the family 
home, so subcultural capital is objectified in the form of fashionable 
haircuts and well-assembled record collections (full of well chosen, 
limited edition 'white labels' twelve inches' and the like). Just as 
cultural capital is personified in 'good' manners and urbane 
conversation, so subcultural capital is embodied in the form of 
being 'in the know', using (but not over using) current slang and 
looking as if you were born to perform the latest dance styles.
(Thornton 1995:11)
In both of these types of subcultural capital it is used and displayed as part of 
social interactions and it is in these social interactions that individuals give and 
receive feedback regarding the others’ perception of their tastes.
Thornton uses the concept of authenticities as one aspect of the tastes that 
form subcultural capital, the more authentic something is, the greater its 
subcultural capital. Examples of authenticity within the club scene are the 
white label record (as opposed to the compilation), word of mouth after-party 
(as opposed to the nationally advertised club) and the new record (as 
opposed to the old). These examples show that for an individual to have 
authentic tastes they need the social capital to receive the latest information 
and the economic capital to be able to act on it.
Connected to authenticity is the concept of the mainstream, where individuals 
envision the tastes of an ‘other’ in hypothetical hierarchy. The closer an 
artefact is seen to be to the mainstream the less authentic it is. Underground 
is authentic whilst mainstream is not, this relates to the media channels they
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are presented on, as well as directly with artefacts, so for example records 
banned from Radio One gain authenticity, whilst an appearance on Top of the 
Pops’ lowers it. This concept of ‘other’ can be seen in Adorno’s criticism of the 
taste’s of the masses.
Both authenticity and mainstream concepts involve invoking a dichotomy 
between ‘them’ and an ‘other’, with the ‘other’ being used as a lower status 
level which the caller is higher than. This can apply to other tastes in other 
genres as well as more mainstream tastes within the genre. As discussed 
above the differentiation value of a taste relates to other’s perspective and 
adoption of it, and so subcultural capital can be devalued as it enters the 
mainstream. To maintain a level of subcultural capital individuals need to keep 
their tastes distinct from the mainstream and this drives the need for new sub­
styles and sub-genres, as present in the development of Punk and House 
subcultures.
Thornton’s work raises the question of individual drives for subcultural capital. 
Clearly everyone cannot have the same drives, or there would not be any 
mainstream, but why are some individuals content with enjoying the 
mainstream whilst others need to be cutting edge? The dichotomies above 
suggest that individuals use subcultural capital to view their own status 
position positively in relation to others. It could be that individuals with other 
status in their lives, for example work or family, have less need to gain 
subcultural status. This links to the predominance of youth/adolescence in the 
development of subcultures, as that is a life-stage when individuals have less 
access to traditional status.
This section has introduced the work of Thornton and the concept of 
subcultural capital. She labels the specific tastes which a subculture values 
and rewards with status, subcultural capital and argues that subcultures are 
split hierarchically based on this status. Thornton highlights the concepts of 
authenticity and mainstream as perspectives with which individuals appraise 
their own and others subcultural capital, where the more authentic and less 
mainstream a text or information the more subcultural capital it has. The other
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focus of Thornton’s work is the media and its importance in all stages to the 
development of a subculture. The next section discusses theories of the 
media’s relationship to subcultures.
Media and Subcultural Development
Thornton criticises the early work on subcultures, particularly the CCCS, for its 
lack of consideration of how the media is involved in the development of 
subcultures (Thornton 1995). She considers the media to be key to the 
development of subcultures and argues:
Subcultures do not germinate from a seed and grow by force of 
their own energy into mysterious movements, only to be belatedly 
digested by the media. Rather, media, and other cultural industries 
are there and effective right from the start. (Thornton 1995:117)
From this she criticises the CCCS’s unproblematic acceptance of subcultural 
labels such as 'Mods', 'Rockers', 'Skinheads' and 'Punks'. She argues that 
these labels are created by the media, rather than the groups, and questions 
what they define.
Hebdige’s work was one of the first to discuss the spread of a subculture by 
media forces and its progression into the mainstream. He outlines a model of 
subcultural development starting from the ‘first wave’ of symbol development, 
a ‘moral panic’ as the media report on the subculture and it becomes widely 
adopted, through a gradual process of incorporation. He has little to say about 
the initial development of a subculture by the ‘first wave’, those who develop 
the ideology and whose circumstances it can be seen to reflect. However he 
identifies the next stage as the dispersal of information about the style 
typically in ‘moral panic’ reports via the media. A prime example of this was 
the Sex Pistols infamous appearance on the Thames Today programme, 
where their swearing on live television prompted outrage in the tabloids the 
next day. This outrage coincided with the startling growth of the punk 
movement, and it is convincingly argued this fuelled it. Other examples of
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morel panic include the protestation against the Northern Soul clubs, labelling 
them as ‘Drug Havens’ and similarly against House music clubs, with the 
Sun’s report headlining “Scandal of the £5 drug trip to heaven”.
These moral panic stories have (at least) two readings to different observers, 
disgust, outrage and revulsion from the older, dominant, parental, 
conservative culture and interest and the advertisement of a good time to the 
younger (and probably a wide range of indifference in between). The outraged 
responses showed the distance between the parental group and the article’s 
subjects and shows the younger reader that they could achieve this distance, 
be as cool, and have a good time.
Stan Cohen’s work “Folk devils and moral panics : the creation of the Mods 
and Rockers” (1972) argues that the media creates subcultures. He focuses 
on how the media spreads information and argues that the media creates 
subcultures when they inadvertently advertise the behaviour of a small local 
group to a wider audience.
For Cohen, the generalized negative images of subcultures in the 
mass media both reinforced dominant values and constructed the 
future form of groups. (Hodkinson 2002:10)
Cohen argues that this is the point where a subculture’s traits are created, as 
a set of local behaviours are captured in a moment and made available, as 
behavioural instructions, to a wider audience. Cohen’s argument places the 
media as the central factor in creating subcultures, yet whilst its importance is 
high, hearing about a subculture does not equate to joining it, although that is 
a prerequisite. By the process of the media presenting a local scene to the 
nation, the local dynamic of changing styles becomes fixed, as Hebdige 
comments:
Thus as soon as the original innovations which signify 'subculture' 
are translated into commodities and made generally available, they 
become 'frozen'. (Hebdige 1979:96)
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It is normally at this point that the subculture is labelled, not by the members, 
but by the media and this becomes linked to the various traits identified in the 
early reports. This process is not reliant on one outraged article, although the 
greater the outrage the greater the publicity, but defines the first stage of 
mass media reporting where a variety of reports combine to identify the 
stereotypical traits. There is an interesting relationship between the freezing of 
traits within the media and the dynamic aspects of style development. Even as 
the mass media has identified the subcultures traits they are changing, and, 
as Thornton outlines, the greater the adoption by the mainstream the greater 
the need to change styles to maintain a level of differentiation.
Operating simultaneously with diffusion is the process of incorporation. 
Hebdige argues that it is inevitable that the conventions of a subculture, 
initially seen as challenging mainstream culture, end in establishing new 
culture conventions within it. He sees this as part of a wider process and 
quotes Lefbvre who gives examples of how other movements, which could be 
viewed within a subcultural framework, have become incorporated into 
mainstream thinking.
Has not society...already integrated former romanticisms,
surrealism, existentialism and even Marxism to a point? (Hebdige
1979:92)
The process of subcultural incorporation into the mainstream has two forms, 
the conversion of subcultural signs and traits into mass-produced objects and 
the labelling and redefinition of the deviant behaviour by dominant groups, 
such as the police and the media. The subculture becomes entwined into the 
mainstream as producers respond to the new demands of this emerging 
market. As such, Hebdige argues, meaning of the traits then changes from 
subversive to mass marketed. (Although Thornton would argues that the 
change is from one of rare and distinctive to common and homogenising). As 
the style is presented by the mainstream media it becomes incorporated 
within it and so moves from outside to within. The media’s relationship and 
mainstream perception develop over time from the moral panic stories to
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human interest stories. The wider uptake of the subculture means that more 
individuals will know a member and know the truth about some of the more 
outrageous claims. The perception of the group changes from one of outside 
culture and dangerous, to part of culture and not dangerous.
This process can be seen as one of reducing perceptual distance. As the 
incorporation of the subculture increases, the distance it provides individuals 
from the mainstream decreases and, as such, it no longer provides them with 
the required differentiation from the mainstream. Therefore its popularity 
wanes, as those requiring distance find other ways of accessing it. Hebdige 
comments on a fashion designers ‘punk’ themed collection:
Models smouldered beneath mountains of safety pins and plastic 
(the pins were jewelled, the 'plastic' wet look satin) and the 
accompanying article ended with the aphorism -'To shock is chic' - 
which presaged the subculture’s imminent demise. (Hebdige 1979).
This aspect of Hebdige’s theory is criticised for being deterministic and 
assuming that all subcultures will be incorporated into the mainstream and 
stop being an independent subculture. Evidence suggests that established 
subcultures find a niche following and may become fashionable again, for 
example the recent resurgence of the Goth subculture. However Hebdige 
presents one of the first accounts of how subcultures develop over time and 
the changing relationship between the media and the subculture and the 
mainstream and the subculture.
Thornton’s work echoes that of Hebdige and Cohen, discussed above, in that 
she sees the mass media and ‘moral panic’ articles as creating the form of a 
subculture as it appears in the general consciousness. A club culture is not 
such until it has been labelled and by attaching this label we “create groups 
with word” (Bourdieu 1990:139). However she argues that the mass media is 
only one level of media and that different types of media are involved 
throughout the history of the club culture.
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To make sure of their dynamics one needs to differentiate between 
micro, niche and mass media. (Thornton 1995:6)
Thornton researched the various niche media in the ‘House’ subculture. She 
found that the fanzines on the scene came simultaneously with national media 
coverage and that their content was concerned with a nostalgic celebration of 
the scene. Information on the latest releases and events was instead 
presented via underground media such as flyers, pirate radio and word of 
mouth. She argues that this enabled sections of the scene to remain 
exclusive, by controlling information about events in a fashion similar to a 
selective doorkeeper. National media has total coverage and so is the least 
exclusive, pirate radio generally links to a geographical area and requires 
knowledge of times and frequency, flyers and word of mouth require having 
already attended an event or being a friend of someone who has. So whilst 
the niche media served to develop the scene by acting as an information 
conduit, they also protected the scene’s ‘underground’ status.
Frith (1988) suggests a simpler division for the media into two levels- national 
mainstream and local subculture, each with a different purpose and target 
audience. Small publications such as fanzines serve to inform the local crowd 
about local events and comment on events.
Local and regional scenes abound with low-budget fanzines which 
help to create identities for unknown acts. (Kruse 1993)
These support the developed scene by connecting members and acting as a 
‘suprafriend’ (Norwell 1987) spreading information at a level above word of 
mouth. Brown (1978) comments that their goal is to serve and inform rather 
than to entertain.
It has been argued that the initial effect of the mass media is to create ‘Moral 
panics’ which freeze subcultural symbols. The ‘outrage’ of these articles 
advertises the level of distance from the establishment that adoption of this 
behaviour could provide, as well as a method of having a good time. Hebdige
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argues that as media coverage becomes less outraged then they report on 
the events linked to the subculture, but not necessarily by the original 
subcultural members which gradually lowers the distance from the 
establishment and so reduces the shock value of adoption. This process relies 
on the media accepting or ignoring the aspects which they originally found 
shocking, or the new adopters of the subculture not adopting these aspects. 
Thornton introduced the importance of niche media in the creation stages of a 
subculture’s development, such media are flexible to support information on 
events and music whilst protecting the scene’s subcultural capital from 
mainstream adoption.
Conclusions
This discussion of early subcultural theory and its critique has identified a 
range of key issues for the study of subculture theory. The early studies of the 
psychology of deviance were rejected for a simplistic direct association of 
innate abilities to subcultural membership, yet bring in the idea that different 
abilities relate to the type of subculture that forms and that innate differences 
within a subculture can link to the internal hierarchy. The Chicago school 
introduced two important elements to the understanding of subcultures; firstly 
the idea that individuals who had limited access to the status decreed by the 
dominant culture could develop their own within group status which they had 
access to. Secondly the work of Becker identified that this internal status 
created a perceived status differences between subcultural members and the 
mainstream.
The work of the CCCS placed the emphasis on interpreting a subculture’s 
traits, which it saw as a reflection of the social position of its members. This 
approach is heavily criticised for assuming one reflection for all of a 
subculture’s members and one true interpretation of the signs, which were 
only understandable by academics. The criticisms of this approach suggest 
that future work needs to examine individual’s understanding of the subculture 
they are members of. This work has been criticised for implying a high level of 
homogeneity between members and not taking into account their individual
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differences. As such it implies membership is fixed and behaviour and 
ideology constant across members.
Hebdige’s work begins to take a dynamic approach to subcultures discussing 
how they develop over time. Whilst he maintains the central importance of 
interpreting signs and ideology he provides some important insight into the 
dynamics of subcultures. He identifies the importance of the subcultural signs 
to indicate similarities and differences within society and shows a relationship 
between different subcultures, and similarities and differences between them 
as well as with the ubiquitous mainstream. He acknowledges that different 
individuals have different investments in subcultures and identifies the internal 
hierarchy of founder members and late comers.
Bennett stressed the flexible nature of subcultural groups arguing that group 
membership can change and that there are considerable differences in the 
styles and level of adoption between members of the same group. It was 
concluded that the symbols, meanings and membership of a subculture 
should not be seen as fixed but as a dynamic process. Thornton’s theories 
introduce some drivers to progress the changes in this system as she 
represents tastes and knowledge as subcultural capital and argues that the 
individual needs to maintain a display of subcultural capital to maintain status. 
This drives the needs and competition for new subcultural capital in the form 
of styles, tunes and meanings.
Hebdige and Cohen show the importance of the media and ‘moral panic’ 
articles in progressing a local dynamic scene into a national frozen one. They 
argue that these articles advertise the subculture’s traits to a wide audience 
and, that the outraged reaction of the mainstream media they are presented 
in, increases the attraction of these behaviours to potential joiners. However 
by presenting a set of behaviours within the media they freeze these 
behaviours and create the concept that these traits equal this subculture, 
whereas the original scene is dynamic and so keeps on changing. The 
presentation of a developing subculture within the media means that the 
second wave of joiners do not know the history of the development of the
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subcultural traits or understand their ideological significance. Hebdige 
suggests that overtime less hostile media coverage of the subculture means 
that it becomes incorporated into the mainstream. As part of this incorporation 
process the perception of the subculture as outside culture is reduced and the 
process of incorporation reduces the outrage and so the subculture loses 
popularity. Thornton’s work supports this but adds the concept of niche media 
which distributes internal information about events, records etc. while 
shielding it from the mainstream.
The last two chapters have critiqued the sociological literature on genre and 
subculture. The conclusions from these discussions are used to frame the 
analysis of the case studies in chapters 5 and 8 and to develop this thesis’s 
theory of subcultural dynamics. The next chapter presents the methodology 
used in this research and the issues that arose in undertaking it.
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Chapter 4: Methodology
This chapter introduces the methodology used in this research. Social 
simulation as a methodology was discussed in chapter 1. This chapter now 
discusses the specific process of developing and analysing the two 
simulations and the issues which arose. The methodology utilised had three 
stages: data gathering and analysis; simulation development; and simulation 
analysis and validation. However these stages were non-linear, as 
developments in one stage affected others. This chapter is divided into these 
three sections, the first discusses data gathering, this looks at what data was 
used, how it was collected and how it was analysed. The second section 
discusses how this theory was formalised into a model and how this was 
programmed, and the last section discusses the data output by the models 
and the task of validating this against the target histories.
Data Collection and Analysis
The original question came from my own experience of observing and 
participating in popular culture over my lifetime, particularly the House scene I 
have been involved with from the 1990s. My informal observations from my 
teens onwards saw that originally indie and rock music were the most popular 
styles of alternative music. But as House music was introduced from the late 
1980s it grew in popularity, and developed into a broader range of dance 
genres. So by the late 1990s it was the most popular music for both 
alternative and mainstream tastes and at this point it seemed, from my view, 
that the rock and indie genres had been so marginalised as to have been 
replaced by this new music style. However, much to my chagrin, from the late 
1990s onwards the popularity of the dance scene declined and the indie and 
rock scenes grew. This led me to ask the question of how and why these 
global patterns of music popularity occurred? As a House music fan I can see 
that House and its subgenres is the best music, yet as a social scientist I have 
to entertain the idea that had my early experiences been different I might feel 
that way about other styles of music.
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The case studies were chosen as the target for several reasons. House and 
its subgenres is an area of personal interest and a scene that I have 
knowledge of and have been involved in. Therefore, whilst no primary 
research was conducted for this project, my viewpoint is greatly improved by 
my informal ethnographic research of the scene. The House music genre was 
chosen as its history has an identifiable start from which the genre grew in the 
UK and further subgenres were developed and, as described above, changed 
in popularity in relation to the popularity of existing music styles. This makes it 
an interesting study to look at with a complexity framework, with its focus on 
the dynamics of complex adaptive systems situated within a wider 
environment. Through the analysis of the House music literature the case 
studies of Northern Soul and Jungle were added to the target scenes. The 
Northern Soul scene was chosen because of its similarity to the House scene, 
but with the simplification that there was no production in the system. This 
made it an ideal target to simulate as a stepping stone to developing the more 
complex House simulation. The Jungle scene was chosen as it was an 
example of a new music genre which could be traced to developing from the 
House music scene. To describe the histories of these case studies and 
identify the behaviour to be simulated various secondary data sources were 
used.
Methodological Issues of Secondary Data
The information used as data on the target systems comes from various 
secondary sources. This section discusses the reasons for this choice and the 
issues involved with using such data. At the micro level social systems are 
always changing, so research into a system at any different time will normally 
find different results. Within social science this has often meant that new 
projects will carry out new research, analyse it for their needs and then file it 
away. As Procter comments: “It is a truism of social research that almost all 
data are seriously under analysed.” (Procter 1993). This suggests that where 
existing data cannot answer specific questions then new research should be 
carried out, but where possible existing data should be used. In this instance 
the use of secondary data is a more effective way to answer the questions
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concerning the dynamics of subcultures than undertaking new primary 
research.
Primary data collection is a costly procedure in terms of time and money and 
so by using secondary data research time is saved, which can then be used to 
code, develop and analyse the simulations (another rather time consuming 
activity). My reason for doing a PhD was not to develop my social research 
skills12, but to learn about the newly developing field of social simulation and 
add to its developing methodology, in particular ways to integrate social 
research information into models. By using the existing secondary data the 
skills of previous researchers are utilised, such as their ethnographic, and 
qualitative interviewing techniques, and, rather than start from fresh, this work 
can build progressively upon the findings of other researchers.
The target of this study is the dynamics of musical subcultures. By their nature 
these come and go and it is only in retrospect that the relative size, 
importance and influence of a subculture becomes clear. So to perform an 
ethnography on a contemporary subculture (whilst no doubt interesting in 
itself) runs the risk of wasting research effort on a quickly passing fad13. The 
people most knowledgeable about a music scene are the key players and it is 
only in hindsight that who these are becomes clear. To study the dynamics of 
a system is to study how it changes overtime, which requires a longitudinal 
study to monitor and record these changes. The subcultures studied take a 
period of several years to peak and change and so any real-time research 
within the three year time period of my bursary could not track these changes.
However relying on secondary data has its problems. Much of the data used 
comes from first hand research -  mainly qualitative interviews, ethnographic 
study and informal ethnographic personal experience. It has then been framed 
to present and support the argument for the author’s own cause, normally to 
sell books, or perhaps to tell how important the author, or the factors they 
identified, were in the scene. For example the book ‘Music Genres and
12 Which I developed in my MSc in Social Research Methods and working in the industry.
13 Which may be important in themselves but are not the focus of this research.
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Corporate Cultures’ (Negus 1999) stresses the importance of the music 
industry in creating genres, ‘Club Cultures’ (Thornton 1995) stresses the 
importance of the media in creating genres and in Bez’s biography (Bez 2000) 
he claims that he introduced ecstasy and House Music into the UK. Without 
the context of the interview data and knowledge of what was excluded, as well 
as included, it is difficult to see if bias has distorted the data.
One way to counter this is to use several sources to support a claim. However 
this again has its problems. One can reasonably assume that the potential 
author of a book on the history of House will, as I have, gather some available 
books on this subject and use these as a guide for their own work. As such 
each story reinforces the other, without it necessarily being true. But each 
book is different, in that they all have original interviews and data, and so 
whilst this reinforced path may guide the research it is still challenged by what 
is said. Lastly, by relying on secondary resources the ability to personally 
interact with the system and to pose new questions to interviewees is lost. 
However the possibility to conduct interviews if needed was retained.
Making sense of the disparate voices
Thornton (1990) identifies further specific difficulties encountered by historians 
of popular music culture. She argues that information on popular music 
cultures is characterised by a large number of voices from a heterogeneous, 
informal and unofficial body of commentators. As argued above and 
throughout this thesis there are no objective viewpoints on popular culture and 
commentators are as much a part of the system they comment on as the 
musicians. Thornton identifies four criteria used to bring order and authenticity 
to these disparate voices, which are; listings; biographical interest; critical 
acclaim and amount of media coverage (although most information will 
include aspects of more than one of these criteria).
Listings, such as sales figures, charts and who’s who, attempt to reflect the 
events within the cultural world as ‘facts’. These are useful at capturing an 
event, such as the sale of records, across the population and give an 
indication of the different tastes within a population at a given point in time.
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However, they give the impression that “popularity is a question of quantity” 
(Thornton 1990:87) and ignore the many aspects of popular culture which are 
not recorded in financial transactions. This information must be taken in 
context as charts sales do not include all record sales, particularly the limited 
releases on small independent record labels which characterised House 
music.
The second method, focusing on biographical interest, uses the individual 
perspective of an involved protagonist to recount a history. This technique can 
provide rich detail of information on the scene that is easier for the reader to 
identify with, as they see the world developing through the protagonist’s eyes. 
The focus on one individual limits the information on a scene to their first hand 
experiences and their viewpoint is irreversibly mixed with their experiences.
As Thornton points out: “Nik Cohn’s ‘Rock from the beginning’, for example, is 
as much about Nick Cohn as it is about the history of rock” (Thornton 
1990:88).
Thornton’s third category of structuring the popular past focuses on the 
canons14 of a period, in a manner similar to history of art techniques. This 
approach sees culture as a standard achieved and canons as the best 
examples of these standards. Here canons are a representation of the times 
and place they were developed in, and it is the quality inherent within the 
pieces that make them an important example. Marcus justifies his use of 
canons by arguing that “It is the special talents of artists who both draw on 
that shared experience of popular culture and change it.” (1977:7). 
Interestingly he has identified the interaction between canon and general 
popular culture as one which draws upon the body and then by its existence 
changes it. Focusing on canons can provide the researcher with exemplars 
from the history they are observing, however they must ask to whom it is a 
canon and why.
14 Canon in this sense refers to the cultural artefacts produced, with a scene’s canons being 
high quality pieces typical of the overall group.
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Thornton’s final category of information is the media, which she claims most 
commentary on music scenes comes from. In contrast to bibliographical 
information these are presented as ‘objective’ reporting and generally aim to 
be by informed commentators on the cultural scene. The media is a useful 
source of information whose temporal proximity to the events they report 
increases their reliability. However, as argued above, cultural commentators in 
the form of individual journalists or publications have their own perspective on 
the scenes and their own (financial) priorities. Most importantly they have their 
own relationship with members of the scene, all of which need to be 
considered when interpreting their words.
This section has described the reasons this project used secondary data, 
discussed some of the methodological issues with using this type of data and 
some examples of types of relevant secondary data. The next section details 
the search process used to identify and collect this data.
Systematic Review Methodology
The literature review on the sociology of subcultures, genres and popular 
culture was presented in the last two chapters. The large amount of 
information in these fields meant that an unsystematic approach to collecting 
and identifying relevant information was used. This involved starting with the 
initial problem, which was the definition and development of music genres, 
and using summary course books on the subject to identify the relevant 
theories and research. Those deemed relevant were then examined in more 
detail by referring to the original texts and their references, and using the 
social science citation index to find work which developed or criticised these 
original pieces. This process was performed in parallel to the analysis of the 
data on the two target systems and the development of the model. Where the 
assumptions based on the information collected was limited, the original 
questions were redefined and further information collected and analysed. 
These limitations were either in terms of not having enough detail to formalise 
into the simulation, not describing all the parts in the system or the running of 
the simulation not behaving as the target. The most significant example of this 
was that as the target was analysed and modelled as an entire system, it
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became clear that the original questions about genre could not be answered 
without an understanding of the wider system of production and consumption 
that they were situated in. As such the topic of subcultures was researched.
In comparison with the literature review, the field of information on the target 
systems of House and Northern Soul is limited, so it was possible to perform a 
thorough literature search and obtain the majority of the information on these 
topics15. The aim of this systematic review was to identify as much of the 
relevant literature on the House, Jungle and Northern Soul scenes and genres 
as possible. This process is generally known as a literature review, and at first 
glance seems an unproblematic exercise, however various factors make 
conducting a rigorous literature review a difficult task, primarily because of the 
large yet unknown (and unknowable) amount of published literature on any 
topic. This body of work is, as Glass et al (1981) comment, far beyond the 
ability of any individual researcher even to locate and gain access to, let alone 
read.
Evidence - even the organized, analyzed, and codified evidence of
the archival journals - has multiplied beyond the ability of the
unaided human mind to comprehend it. (Glass, McGaw et al.
1981:9)
This comment was made back in 1981, before the digital revolution, and since 
then the number of sources of information has increased considerably.
The traditional response to this large number of relevant sources is to limit the 
review by quantity and end the search once enough relevant literature has 
been gathered. This technique runs the risk of missing relevant sources 
whose interpretation may alter the results considerably. Another common 
method is to use a reference list given by a source as an unequivocally
15 This provides an interesting comparison to a parameter search, discussed in chapter 10. 
With the literature review I was searching a very large set of information so could only hope to 
explore a limited space, so used techniques which used others’ assessment of relevance to 
cover a larger area, whilst with the target data I was searching a limited field so could hope to
use a linear approach of studying every aspect of the field.
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complete data search. This means that instead of an objective literature 
review being achieved there is a strong bias created by previous reviews, 
which are sometimes only partially relevant to the question at hand. Grayson 
and Gomersall are information scientists who worked on a project to assess 
the use of systematic review techniques for evidence based policy. They 
comment on the current approach of the field:
Many research papers in the social sciences contain literature 
reviews, but these are often apparently highly selective, biased or 
otherwise of inadequate quality. (Grayson and Gomersall 2003:3)
They suggest the first step in a literature review -  ‘identifying as much of the 
relevant literature as possible’ is generally the worst performed for the 
following reasons: the task is considered ‘rather pedestrian, perhaps lower 
level’; the difficulty of the task is underrated; researchers do not have the 
advanced information retrieval skills required and have limited access to staff 
with these skills and do not have access to or knowledge of the range of 
available and relevant resources. They conclude:
...it is not clear that researchers fully understand the risk to review 
quality of limited knowledge of information sources, and limited 
information retrieval skills... But if the raw material on which all this 
work is based is not fully reflective of the topic; the substantive 
results of the review may be at best unbalanced and at worst plain 
wrong. (Grayson and Gomersall 2003:12)16
As a result of these criticisms there has been growing pressure to improve the 
methodological approach to this process, making them more systematic and 
transparent (Boaz, Ashby et al. 2002). A significant project in this area has 
been the ESRC’s Evidence Network Project17, which is primarily concerned 
with synthesizing data sources to provide data for ‘evidence based policy’, but 
provides a useful general methodological structure for the review process of
17 http://www.evidencenetwork.org/
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social science and qualitative sources. The first template was developed in 
the medical field by the Cochrane Collaboration (www.cochrane.org) 
specifically to assess quantitative evidence on the effectiveness of clinical 
interventions. The meta-analysis technique (Ritchie and Spencer 1994) was 
developed for comparing results across medical research and is a quantitative 
methodology framework for combining the result of a population of published 
papers defined by a research topic. The systematic review or meta-synthesis 
(Paterson, Thorne et al. 2001) is this approach applied to qualitative studies.
Meta-synthesis is generally agreed to be the critical review, 
analysis, interpretation and comparison or integration of findings, or 
processed data, from qualitative studies. (Lloyd-Jones 2004:276)
However there is some debate on the degree to which this methodology is 
feasible for qualitative research (Boaz, Ashby et al. 2002). This methodology 
provides the researcher with a procedure to follow for a comprehensive 
literature search, one which enables the researcher to claim to have searched 
as thoroughly as possible, and have documentation to support this claim.
Boaz et al (Boaz, Ashby et al. 2002) suggest the following five stages in 
conducting a systematic review:
1. Define the review topic or question;
2. Locate the sources;
3. Appraise the quality of the studies included in the review;
4. Synthesise their findings
5. Report the findings of the review
It should be noted the process must not be viewed as linear, but rather as 
iterative, as the researcher moves between the different layers or stages 
(Long, Godfrey et al. 2002). These stages can be further dived into two main 
sections: section one - defining and finding the literature and section two - 
appraising, synthesizing and reporting it.
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The review topic area is defined by a list of requirements, both inclusive and 
exclusive, deemed by the researchers to be relevant. The more specific the 
initial limitations the more accurate the end selection, however this is an 
ongoing process, as the information found can cause the limits of the study to 
be redefined. Examples of requirements from Lloyd-Jones (2004) are 
subjects, data content, topic and publication dates.
Before a systematic search through electronic databases can be undertaken 
the relevant databases to be addressed need to be selected. Identifying 
databases is particularly problematic within the social sciences (and 
humanities as much of my data on House music is classified under this 
heading) because there is a lack of integration between potentially useful 
sources. The traditional approach relies on peer reviewed journals to cover 
the field and ensure quality. This introduces the new bias that academically 
sponsored information is the only type of relevant and sanctioned information. 
Further, editors, journals and disciplines are all influenced by their personal 
and historical theoretical preferences and so their publishing habits will 
reinforce these views. If reputable journals contradict each other who can say 
who is right? Grayson (2002) argues that relying on peer reviewed journals as 
a basic guarantee of quality is a ‘possibly dangerous assumption’.
Hicks (1999) reviewed possible data sources and identifies four categories of 
sources of knowledge -
1. Practitioner journals
2. Books
3. Official publications
4. Grey literature or report literature (traditionally literature not fully in the 
public domain)
Of these Gomersall and Grayson (2003) identify the Applied Social Sciences 
Index and Abstracts (ASS I A) and the International Bibliography of the Social 
Sciences (IBSS) as the main large databases, with a variety of smaller scale 
specialised databases depending on topic. For books they recommend large
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national catalogues such as the British Library, as these provide a 
comprehensive coverage of the books published within the country. So for a 
reviewer to identify as much of the relevant literature as possible several 
different sources need to be addressed.
The availability of electronically searchable databases undoubtedly makes this 
process easier, but the power of these searches can give an illusion of 
thoroughness. Small differences in searches can give markedly different 
returns, for example in ASSAI the term ‘systematic reviews’ generates 294 
returns whilst ‘systematic review*’ returns 517 (Grayson and Gomersall 2003). 
The researcher needs to be aware of these nuances of the search procedure 
and invest the time to perform the widest search. In this way broad inclusive 
terms are better starting points than specialist technical terms, although they 
have the disadvantage of creating more ‘hand’ filtering for the researcher. The 
researcher needs to think about the use of specialist technical terms, many of 
which go in and out of fashion, as well as using common language. This 
process is made much harder by the often imaginative, sometimes amusing, 
but generally uninformative titles employed within the social sciences.
Grayson and Gomersall (2003) recommend a staged approach to the search. 
This begins with simple broad searches to identify useful material which can 
be sifted and read to enable the refinement of inclusion and exclusion criteria. 
The population of papers identified from the search are filtered over three 
passes to ensure relevance. The first pass by title, the second by abstract and 
finally the full text, until all the papers fall within the indicators identified. This 
process gives the researcher a comprehensive picture of the overall field, later 
stages can then target specific areas identified as important. Having followed 
this procedure the reviewer can be confident that they have included ‘as much 
of the relevant literature as possible’.
My Systematic review of the Music Literature
When using a collection of literature as data it is imperative to retain a high 
level of structure in its collection, collation and use. This will ensure that as 
complete as possible an array of data has been amassed and that this
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process is transparent to the reader. This project used a data collection style 
based on the systematic review methodology discussed above, which 
followed these stages:
1. Defining the review topic or question
2. Identification of databases to be searched
3. Familiarisation with the topic, develop preliminary keywords and filters.
4. Full Literature sample: electronic databases searched with keyword list 
to gather population of literature.
5. Literature filtered by defined requirements -  by title, available details 
and then full text.
The appraisal of quality of the studies is part of the search and analysis 
stages, as in the search, several filters used refer to aspects of the quality of 
the literature, specifically the data sources and target audience.
1 Defining the review topic
This review aimed to identify most of the literature on the topic of ‘the History 
of House music’, covering literature which communicates the historical chain 
of events of the spread of the electronically produced, vinyl record playing, 
club based music labelled as House music. As such this will cover the artists, 
records, events, fans, corporate industry and any other persons or events 
which are linked in the literature to the House music scene and the House 
music subculture. As the meaning of the term House music is highly 
interpretable it was left to the author’s own decision to use the term to deem if 
a piece is relevant.
Whilst undertaking this task, the differences between the ‘ideal’ search and 
filter methodology as outlined in the texts, and performing this process, have 
became clear. Methodologies suggest that filters be specified before the 
search, whereas I have found that the exclusion filters need to be continually 
redefined as items are found and assessed. For example it is difficult to see 
how I could have applied a rejection filter for Spiritual applications of the drug 
Ecstasy before I came across these examples. The first stage of filters
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identified are inclusive ones which specify the target and exclusion ones are 
identified as the data is analysed.
2 Identification of databases to be searched
This review accessed two of the four information categories that Hicks (1999) 
identifies, these are practitioner journals and books. Official publications were 
not searched as these do not contain information on the House music scene 
per se, only the legal (or not) management of this scene which, whilst 
interesting, is outside the remit of this study. Information from the grey 
literature was not included as it is impossible to perform a systematic search 
of this area and as the information is not published it is difficult to confirm the 
reliability of any claims made.
The ‘History of House' music spans 25 years and hence requires a lot of 
information to report it. It follows that the main vehicle for presenting this 
history is in books, which have the space to cover such history in depth. Two 
databases of books have been used, the British library and Book Data via 
Amazon’s search engine. Combining these two huge databases should 
enable the collection of all relevant material from anywhere in the world 
(bearing in mind the focus is on events within the UK). By collating across 
these databases any errors due to cataloguing, spelling or searching 
problems should be overcome.
Ideally I would search the two journal databases recommended by Gomersall 
and Grayson, unfortunately the journals search is limited to journals and 
databases that I have access to. So therefore I searched the International 
Bibliography of the Social Sciences (IBSS) as a general repository of social 
science information. This covered all the sub disciplines in which the topic of 
House music might fall. A further focused search addressed the music 
category of the JSTOR archive.
The British library’s online searchable database lists over twelve million items 
in the British Library's collections and it receives a copy of every publication 
produced in the UK and Ireland. The commercial database provided by
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Amazon was used to complement this. Amazon’s online database lists, 
searches all the books available from Amazon’s UK, US, German, French, 
Japanese, Canadian, Chinese, Austrian and Spanish collections. The 
collection lists books that are out of print and the marketplace feature allows 
individuals to sell books not already listed so increasing the size of the 
database. The commercial aspect of this site means that its search facilities 
may be better than that of the British library. Amazon use data from the 
company Book Data which is a leading supplier of bibliographic information 
about English-language books to booksellers and libraries in the UK and 
worldwide.
The final population of literature searched comes from any listed in the 
Amazon, or British Library databases. For the aims of this search this 
population provides a very thorough coverage and I concluded that any 
literature not found in this search is unlikely to be of any significance or cover 
topics not addressed in the literature found. However as with all literature 
searches it is impossible to gauge how effective they have been.
IBSS is an online resource for social science and interdisciplinary research 
which includes over 2 million bibliographic references to journal articles, 
books, reviews and selected chapters dating back to 1951. IBSS focuses 
mainly on the four core social science disciplines - anthropology, economics, 
politics and sociology -  but it also covers a wide range of related subjects, 
such as agriculture, social policy, archaeology, business studies, criminology, 
education, environmental issues, history, law and social work. Over 2,700 
journals are regularly indexed and some 7,000 books included each year.
JSTOR offers both multidisciplinary and discipline-specific collections of 
journals. Focused on the arts and humanities, the Arts & Sciences III 
Collection contains 120 titles of which 32 are music specific journals. Of these 
the most relevant is ‘Popular Music’, an international multi-disciplinary journal 
covering all aspects of the subject from the formation of social group identities 
through popular music, to the workings of the global music industry, or how 
particular pieces of music are put together.
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3 Familiarisation with the topic
In order for the researcher to begin a formal search procedure an informal one 
was undertaken to familiarise myself with the topic. This entailed reading 
books on the topic selected from my local bookshop’s stock and the strength 
of the recommendations on the back cover. The books thus chosen were ‘Last 
Night a DJ Saved My Life’ (Brewster and Broughton 1999), ‘Pump up the 
volume’ (Bidder 2001) as well as viewing the Channel 4 documentary of the 
same title (Channel4. 2001). From this the following list of keywords relating to 
the topic the History of House Music was identified:
1. House music
2. Disc Jockey
3. Rave
4. Club culture
5. Ecstasy
6. Techno
7. Northern soul
4 Full Literature sample and filtration process
The next step was to search the identified databases. Each database was 
searched electronically for each term, with variations and the wild card 
feature being used where appropriate. Table 4.1 shows the total number of 
books each search returned for each keyword from each database. The terms 
ecstasy and techno had the largest returns due to their wider range of 
meanings; ecstasy referring to a naturally achieved blissful state of human 
consciousness as well as the drug induced one and techno referring to the 
many implementations of technology as well as the musical one.
The first filter used the basic information available on title, author and date to 
filter the non-relevant items. The majority of pieces were discarded due to use 
of the word in another context or they were works of fiction. The other reasons 
for discarding pieces were because they were in a foreign language; used 
disc jockey to mean a radio presenter or mobile disco rather than a live
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performer, were a book review of something relevant (in which case the 
original was located) or were a musical piece. The two lists were put together 
and duplicates removed, giving a preliminary collection of 75 books and 30 
journal articles.
Table 4.1 : Number of items returned for each keyword search by database.
Database
Keyword Total
Amazon
1st Filter
British Library
Total 1st Filter Total
IBSS
1st Filter Total
JSTOR
1st Filter
House music 216 13 18 8 2 2 183 2
Disc Jockey 28 1 12 2 10 3 115 1
Rave 113 13 187 28 19 6 261 0
Club Cultures 69 10 73 6 8 1 15 2
Ecstasy 989 6 483 5 120 3 1276 0
Techno 270 13 349 5 180 9 93 2
Northern Soul 22 5 6 3 0 0 0 0
63 57 24 7
Total Books: 75 Journals: 29
These 104 sources were next filtered on their contents, this was done by 
using the abstracts and a limited reading of the books. During this process 
categories of content were developed and the sources grouped into these. 
Table 4.2 shows these categories and the number of sources that fall in each. 
The top section shows the inclusive categories which are the final sources to 
be used and the bottom section shows the rejected sources.
108
Table 4.2: Categorisation of sources at 2nd filter.
Category Books Articles
Academic 3 7
House 11 0
Jungle 2 0
Northern Soul 3 (+1) 0
Techno 1 0
Total Included: 21 7
About the music/dance properties 2 3
Artworks 7 0
Biography 11 0
Different club scene 9 4
Foreign language 0 7
Magazine/Fanzine 4 0
Not relevant 5 2
Pharmaceutical aspect of Ecstasy use 7 2
Religious/Spiritual 4 1
Review 0 4
Teaching manual 3 0
Too general 4 0
Unavailable 3 0
Total Rejected: 59 23
The majority of these sources are rejected because, whilst falling within the 
broad theme of the search, their specific focus was deemed not relevant to 
the filters identified above. In the review category articles which reviewed 
books on the subject were rejected and the teaching manual section includes 
items which teach the reader how to DJ or the ways of clubbing, the latter 
being rejected for lack of primary evidence. The included category can be 
divided into two main sections: academic and history. The split is somewhat 
simplistic but the academic sources approach is to explain why events 
unfolded whilst the history group recounts what events happened. These two 
groups both take House as an umbrella term and follow the story of the many
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sub-genres through which House music has developed. The other three 
groups focus on the shorter histories of specific genres, namely Jungle, 
Northern Soul and Techno. The final list of book sources is shown in table 4.3.
Table 4.3: Chronological order of publication date for the final collection of 
non-academic book sources.
Genre/Subculture
Year House Northern Soul Jungle
1995 What kind of House party is this?
1996 History of House 
Altered States
Soul Survivors:
The Wigan Casino Story
1998 Adventures in wonderland 
Energy Flash
The state of bass
1999 House: the rough guide 
Last night a DJ saved my life 
The A to Z of club culture
The in crowd 
Too darn soulful
All crew muss big up
2001 This is not a rave 
Pump up the volume
2003 The Strange World of 
Northern Soul (DVD)
These sources are my data and are critically examined in chapters 5 and 8. 
They were used for information to develop the model and to validate it, though 
as stated before this process was iterative rather than linear. The next section 
discusses how the simulation was developed from this data.
Simulation Development
The first stage of developing the simulation was to identify the aspects of the 
target system to be modelled, remembering that a model is a simplification of 
the target. This involved deciding which actors and objects to include and any
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details of the environment they operate in. These were then specified with 
variables representing their features. The behaviour of the simulation was 
then programmed, which describes how the aspects of the simulation interact 
and change. This was done as a sequential list of instructions which the 
program runs through, each of which tells specific parts (agents, objects or 
environment) of the simulation to perform certain actions. The model is 
initialised by a ‘setup’ routine which creates the parts of the simulation and 
specifies their variables to be used in this run. The ‘go’ routine is then run 
repeatedly which runs through the list of behaviours.
The process of formalising features and behaviours into variables and 
routines can be straightforward or abstract. It is fairly simple when dealing with 
same scale qualitative values such as age which can be directly applied to the 
agent. But formalising abstract concepts such as taste into rigid computer 
code is a difficult process. This is a creative process and there are many 
different ways of transferring the same idea into a formal system, increasingly 
so the more abstract the concept. It is argued that an advantage of 
simulations are that they require the formalisation of these concepts into a 
formal description (Malerba, Orsenigo et al. 1999). This is true but it should be 
remembered that they are often not the only possible formalisation. A further 
problem is that to formalise concepts one starts to realise how many 
unspecified shared assumptions there are in the understanding of many terms 
and to be used in a simulation these all have to be formalised. An 
interpretation of the postmodern approach (as discussed in chapter 2) argues 
(as this thesis does) that language is dynamic and the meaning of terms 
changes. To understand a term it needs to be deconstructed within the 
situation it is used in, the process of formalizing concepts into a simulation is a 
deconstructing process.
Building a model is a process which should increase the formalisation of a 
qualitative theory, as it requires every aspect of the model to be formalised, 
however it runs the risk of being over formalised and resulting in an 
incomprehensible mess. Whilst the vagaries of a qualitative theory can hide 
unspecified aspects and assumptions the specifics of a complex simulation
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can be overwhelming. As such the key to producing a good simulation is the 
right balance between simplicity and complexity.
The model should be parsimonious enough to avoid distraction by 
minor details and at the same time rich enough to capture the 
relevant aspects of the phenomenon. (Heine, Meyer et al. 2005:2.2)
There is a current debate within the field about whether models should adhere 
to KISS -  “Keep it simple, stupid” as advocated by Axelrod or KIDS -  “Keep it 
descriptive, stupid” as advocated by Edmonds et al (2005), although this 
concern is paralleled in all fields that use models. The conclusions are for 
theory and understanding simple models should be used, and for replication 
and prediction richer, descriptive ones. The aim of this thesis is to be able to 
validate the model against the data, and hence replicate it, so more detailed, 
descriptive models were developed.
Deciding what level of detail to include in these simulations was a difficult 
process. Social systems and individual behaviour are complex and so by 
reducing them to a simulation the theory is simplified and there is a loss of the 
richness of the data. The social simulation literature is marked by good, in- 
depth, high level discussion of the target system from a simulation/complexity 
perspective, but then followed by a very simple model. The principle of 
Occam’s razor argues that the simplest theory that describe the phenomena is 
the best, but this depends on how the theory’s success at describing the 
phenomena is assessed. This is discussed further in the next section, but 
briefly if detailed target data is compared to simple simulation data then the 
validation will be poor, if simple target data is compared to simple simulation 
data then the model might be a good fit, but the link to the real world is poor, 
so it is a poor model of the target (this issue was discussed in chapter 1 and is 
a major criticism against many simulation papers). It was concluded that to 
properly address the problem of validation a detailed model needed to be 
developed from a detailed analysis of the target.
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One difficulty with this approach was that by performing a detailed qualitative 
analysis of the data, which identified many parts and interactions of the target 
system, it became difficult to formalise and programme. But if these had been 
abstracted further much of the richness of detail earned by this analysis would 
have been lost, and would have made validating the system harder. My desire 
to include much of the detail was founded on the belief (and often the hope) 
that if I managed to model the micro level features of the system as identified, 
then the simulation would produce the macro level ones (which, thankfully, 
proved to be true).
Programming
The simulations were programmed in NetLogo18 which is a cross-platform 
multi-agent programmable modelling environment. NetLogo was authored by 
Uri Wilensky in 1999 and is under continuous development at the Centre for 
Connected Learning (CCL) at Northwestern University, USA. My thanks go to 
the developers for an excellent programme with excellent support. As this 
programme was in continuous development my simulations were developed in 
versions 1.1 to 3.1.4, with the final models running in 3.1.4.
In the process of this project three models were developed. The first was a 
prototype model of the Northern Soul scene in which the original ideas were 
formalised into a fairly simple model. This original model proved too simplistic 
and was abandoned. But developing it enabled me to experiment with various 
ways of formalising the known theoretical and empirical facts into a model. 
From this foundation a second model of Northern Soul was developed which 
is presented in this thesis and this was further developed as the House model. 
As stressed above, researching, designing and programming a simulation is a 
dynamic, developmental process and by informal experimentation ideas are 
rejected and adapted as required, This serves to direct the empirical research 
and to challenge and develop ideas: building a simulation is a learning 
process over which knowledge of the system is increased. This is an 
important advantage of this methodology and it is unfortunate that the
18 http://ccl.northwestern.edu/netlogo/
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protocols for reporting academic work mean that a final version of the work is 
presented, with little mention of the path the researcher travelled to arrive at it.
Simulations are programmed modularly and so modules can be added or 
removed from the simulation fairly easily. However, as many modules refer to 
the same variables, seemingly simple changes can affect the model in 
surprising ways and lead to many frustrating hours of bug searching. As 
models are developed and get more complex they become harder to 
understand and it is easy to forget all the bits that affect each other. As 
described above the model development is a learning process so as methods 
are programmed, better ways of programming or formalizing them are often 
discovered. For all these reasons there is often a dilemma between continuing 
to develop a model or restarting with the knowledge gained and producing a 
cleaner, simpler model. There is a preference for developing a better model, 
but a reluctance to lose work achieved and prolong the development phase.
In this project the prototype model facilitated an understanding of the parts of 
the system to be modelled and how they could be formalised. These ideas 
were then implemented in a cleaner model which was then further developed.
One of the difficulties with this methodology for developing a targeted model is 
knowing when to stop. As more about the limitations of the original 
assumptions are learned the temptation is to further develop the model, but 
this means the project can get stuck in a cycle of endless development. The 
method used here was to continue the process until the main macro features 
of the target were modelled at a level considered ‘good enough’, although this 
was a much longer process than anticipated!19
Model Verification
To help to ensure confidence in the model’s verification, that is, does it work 
as described, each block of code has been tested in a methodology similar to 
unit tests (Gilbert and Troitzsch 1999:211; Ramanath and Gilbert 2005). The 
code is tested by line, by block and as a programme. Tests are conducted by
19 A comparison of the time scale of a traditional social research project and a simulation one 
is made in chapter 10.
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setting a ‘seed’ value of the variables, calculating the answer the code should 
return, running the code and checking the answers are the same. As this is 
implemented into the simulation, the code is tested to see if it works as 
intended on a single ‘experimental’ agent by running the code and checking 
the before and after settings of the variables in question and then repeating 
for different relevant variable settings. It is then tested on a population of 
agents by running the code and checking the output variables of a random 
sample of agents. Where equations were used they were studied separately 
as graphs in Excel, and their properties were explored using seeded values to 
ensure they work as desired. Ideally the results from these tests should have 
been presented, but the tests were carried out informally. Future work should 
develop an easy protocol for recording these tests and present these as an 
appendix to improve the visibility of the model’s verification.
Once the models had been verified, and the ongoing assessment has 
concluded that the simulation models the target to a satisfactory level, then it 
was formally analysed. The Northern Soul model was analysed first and the 
House model developed subsequently, this enabled the inclusion of the 
House details as well as further developments that the assessment identified.
Simulation Analysis
There are several difficulties in analysing a simulation, some of which were 
discussed in chapter 1. The main ones this project faced were that of 
analysing the various histories which were produced in different runs of the 
simulation, and validating the histories produced against the target data. The 
simulations outputted a huge amount of data and so there was an important 
selection processing deciding which data to analyse and present. The target is 
a changing system and little is known about the dynamic processes involved 
in these changes, hence the choice of the simulation methodology, so the 
process of validating the simulation is problematic. This section discusses 
how the simulations were analysed and validated.
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Setting parameters, run length and choosing histories
The models have a wide number of parameters built into them. The initial plan 
had been to perform a thorough, formal, exploration of these parameters, 
identifying the different effects they had on the simulated histories. However, 
as the scope of this thesis has been somewhat large and time consuming, it 
was decided to focus on modelling the target system, rather than a full 
analysis, and hence understanding of the simulation. This leaves further work 
which can be done with these simulations, which is discussed in the 
conclusions in chapter 10. The following, simpler, methodology for exploring 
the model’s parameters was used. Basic settings were derived from data, 
these were varied informally and the macro level output compared to the 
macro level target data, with the aim being to gain as much similarity as 
possible. This is a limited approach as it cannot hope to cover much of the 
large space of possible parameter combinations, however it could identify the 
main independent effects of parameter settings. Whilst informal 
experimentation with a model and its parameters is the best way for the 
researcher to gain an understanding of how the model is working, a formal 
exploration is preferred. From this informal exploration a final set of parameter 
settings was chosen, these are presented in the relevant model description in 
chapters 7 and 9.
The next stage in assessing the simulation was to decide how many rounds to 
repeat for each run. This was easy for the Northern Soul model as the 
simulation settled to a steady state so the model was run for enough rounds to 
ensure it ended in this state. The House model was more complex as it 
continued producing new dynamics indefinitely. Informal observation of the 
macro outputs found that in some runs the original House scene had a 
resurgence after about 800 rounds. As this phenomena replicated a 
discovered20 fact of the target system it was decided to stop the simulation 
after this event (when it occurred) as this provided a nice example of the 
simulation predicting a possible history which then transpired.
20 Discovered because this was not known as the simulation was developed as it had not 
happened then.
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Validating the chosen runs
After deciding on the number of rounds the simulations were then run 100 
times each and the macro level outputs examined. In the Northern Soul model 
two clear categories of histories were produced and so the reasons why these 
different histories developed were discussed. From these the history that most 
resembled the target one was chosen and this was analysed in detail and 
compared to the target system. In the House model a range of variations of 
the histories was produced. It was initially hoped to analyse all these 
variations and explore why events developed as they did, to gain a wider 
understanding of the dynamics of these types of systems. Unfortunately the 
size of the project, time and reporting space constraints meant that this was 
not possible. Instead the macro differences of the variations are described 
and the history which most resembled the target chosen and analysed in full.
The aim of a history friendly agent based model is to develop a model which 
can recreate the events of a target system. The closer these events are 
recreated the better the model explains the data. The development of these 
models increase understanding of the underlying process which create a 
history and the level of fit of the model and target history provides evidence 
that these underlying processes could have created this history. The 
modelling of two independent target systems with the same underlying 
principles increases the support that these can be used to explain the 
dynamics of different systems. By developing the model from the micro data 
the model not only recreates the macro facts, but recreates the macro facts 
using the same ‘pieces’ as in the target system, operating in a similar way. 
However there is the limitation that it is unknown if this is the only way that 
these can be combined to recreate these facts or the simplest.
The choosing of the model that most resembled the target may seem like 
fitting the simulation to the data, which is a criticism of the history friendly 
approach (Heine et al 2005). This version of this approach positions the 
history friendly approach within a complexity one. The complexity approach 
argues that systems are path dependant, that is each stage of their history
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depend on the outcome of previous events. Because of this different unfolding 
histories can develop along different trajectories, with the 'true' history being 
one example of many possible histories. The simulations were developed to 
allow as much exploration of these possibilities as possible, rather than just 
repeatedly describing the events of the target system. Thus the various 
simulated histories are versions of possible histories within the specified 
theoretical framework, and the chosen run the one closest to the actual 
history.
Validation of the model is assessing whether the model is good at recreating 
the known events in the target world. Whilst we can hypothesise about 
alternate histories the only one we have data on is the actual history. 
Therefore to validate the model the history of simulated events which 
developed most similarly to the target one is chosen. This means that 
concurrent events were comparable and later events developed from similar 
histories. The only way to do this was to compare the run which produced the 
most similar history. However a wider summary of the types and frequency of 
the different histories produced should be presented to enable an assessment 
of how frequently this type of history occurred. This is analogous to a method 
used to draw a circle, first you scribbled round and round in a rough circle 
shape as a guide. Within these lines a true circle existed and you picked this 
out as the best possible. Various runs of the simulation provide you with 
examples of possible histories that may develop and to validate the model the 
one closest to the target is chosen. Evaluating the overall histories may also 
identify different possible historical paths and the frequencies of these 
suggests the chances of these occurring.
The aim of the simulation was to model how the aspects of the target all 
worked together to create the known history, and from this gain support that 
these aspects worked in a similar way to that described. The level of similarity 
that was aimed for was a comparability between the features of the target and 
the simulation and so the data was graphically illustrated and compared. The 
histories were compared at the macro and micro level. This meant that I could
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demonstrate that the underlying processes which recreated the same macro 
patterns as the target history were themselves the same.
A statistical method of direct comparison of quantitative data is not 
appropriate for the validation of this social simulation for the following reasons 
(as well as more general ones discussed in chapter 1). To model the features 
of the target system they were abstracted and simplified, so the simulation 
was not developed to a level where it would recreate a precise scale version 
with exactly the same numbers as target. The stochastic nature of the 
simulation means that a huge number of runs would have to be repeated until 
exactly the same chain of events was replicated, especially as the final House 
simulation modelled a period of over ten years of the target system. Agent- 
based modelling generalises behaviour across classes of agents, this is 
based on the underlying assumption that people generally behave in these 
ways. This is clearly a simplification and it should be acknowledged that in the 
target world people will have a much wider range of possible behaviour, as 
the saying has it “the exception that proves the rule”. Finally the simulation 
only models aspects of individuals' lives directly connected to their clubbing 
behaviour, but other aspects of their lives will affect their behaviour in these 
situations.
The target data can be divided into ‘hard’ facts where supporting figures are 
available, such as the number of attendees at a club, and ‘stylised’ facts which 
are derived from the qualitative data and analysis, such as ‘over this period 
the DJs increasingly played records made by local artists’. The hard facts 
were analysed to provide a macro level description of the main features of the 
target systems which could be compared directly to the corresponding 
features of the simulation. The traditional use of a stylised fact is a fairly high 
level summary of a target’s features (Heine, Meyer et al. 2005). But this is 
criticised for modelling the abstraction rather than the target, so the stylised 
facts used are at a low level of abstraction. They are a range of empirically 
supported observations supported by the data. These range in level from the 
macro, where a commentator describes the development of the scene, to the 
micro, where a commentator describes their personal experience of the
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scene. As the data was analysed these identified facts were continually tested 
and revised against the data. Micro facts were only included if they reported 
similar experiences from several participators and macro facts were only used 
when they explained the experiences of several participators, all supported 
with as many sources as possible.
Comparison between the simulation and the stylised facts required a level of 
interpretation as the simulation outputted numerical data and the stylised facts 
are qualitative. With a simulation complete knowledge of the agents’ 
calculations at all times is available, but in comparison knowledge of the target 
system is limited, as it was to the commentators and participants involved at 
the time. To compare these the aspects of the simulation being assessed was 
described statistically and compared to the stylised facts which described 
known details of the target. If the description about the target also described 
the simulated data then this supports the model. For example the detailed 
simulated information on the records played by a DJ each week is compared 
to a summary of several descriptive recollections, such as ‘over this period the 
DJ played mainly imported House records’.
This chapter has described the stages of the research and the methodological 
issues encountered in these stages. This has looked at how the data was 
collected and analysed, how the simulations were developed and how the 
simulation output was analysed and compared back to the target data. The 
next chapter presents the analysis of the data on the Northern Soul 
subculture; describing its history and presenting a theoretical explanation of 
these series of events.
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Chapter 5: Northern Soul Analysis
This chapter introduces the subculture known as Northern Soul. The first 
section presents a historical overview of events and summarises the main 
features of this subculture. The second section looks in greater detail at this 
subculture, identifying its key components and following its dynamics from its 
start, through its development, to its demise. This chapter is based on the 
data identified by the systematic review discussed in the methodology chapter 
(Winstanley and Nowell 1996; Brewster and Broughton 1999; Wynne 2000; 
Nowell 2001 ; Levine 2003). Where specific facts are mentioned they are 
supported by a reference, otherwise any general information has been taken 
from at least one of these sources.
Historical Overview of the Northern Soul Scene
The heyday of the Northern Soul scene ran from the early 1960s to the early 
1980s in Northern and Middle England. Its members were predominantly 
white, working class youths who travelled long distances to a few select clubs 
where they danced frantically all night to fast repetitive beats. The Northern 
Soul fans wore baggy clothes and took speed (amphetamines) which helped 
them keep dancing all night. The fans were passionate about their scene and 
had an extensive knowledge of the scene and its music.
The fans had started listening to soul music that was made in the US by black 
artists in the early 1960s, but whilst the US fashion changed to funk they kept 
listening to the early soul. In America many artists had tried to emulate the 
Motown success and produced similar sounding tracks, but, because the 
market was flooded with this type of music, many potential hit records failed. 
These undiscovered hits went on to fuel the Northern Soul scene in England 
10-20 years after they were first produced21. The limited pressing of these 
records meant there was a limited availability to fans, and an unusual 
economy developed where price related to the rarity and popularity of a
21 Much to the surprise of the original artists when they found out!
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record. The most expensive record was a one off and was sold for an 
astonishing £15,000 in 1997 (Nowell 2001:251). DJs competed to play at the 
best clubs and the ones who had the largest record collections, with the rarest 
tracks, were the most successful.
The Northern Soul scene started forming in 1963 at the Twisted Wheel club, 
in central Manchester. At these all-night events around 600 fans danced the 
night away (Brewster and Broughton 1999:89). The original music was a wide 
mix of current soul music imported from the US. As the scene developed the 
music became less eclectic as it locked into the choice of fast repetitive beats, 
which suited the style of dancing and drug consumption. More clubs gradually 
opened throughout the Midlands and the North of England as the scene's 
popularity grew. In the seventies two large venues emerged as the key clubs, 
the Blackpool Mecca and the largest, the Wigan Casino, which had a 
membership of 100,000 at its peak (Winstanley and Nowell 1996:3).
By the early 1980s discoveries of new records become rarer and rarer and the 
scene began to stagnate. There were two reactions to this, at the Wigan 
Casino they kept listening to the old classics, and started a popular ‘golden 
oldies’ monthly night. At the Blackpool Mecca they turned to contemporary 
music, either recording new versions of the Northern Soul sound or importing 
contemporary funk and disco tracks from the emerging New York 
underground gay scene (which would eventually develop into House). This 
split was initially imperceptible and both clubs shared DJs and records, but 
became increasingly acrimonious. The fanatical fans felt the Mecca DJs had 
betrayed the ‘true’ scene and campaigned against them, complete with 
badges and protests outside the club. Russ Winstanley, the organiser of the 
Wigan Casino, banned any of Mecca’s new records from the club and both 
sides became locked into the styles that they had supported. This spilt and the 
running out of records marked the end of the Northern Soul scene. The old 
clubs closed down and the new ones gradually became the same as other 
mainstream clubs in the country.
There are several features of the Northern Soul scene which make it an 
excellent case study to research the dynamics of a music subculture. The
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Northern Soul scene was relatively small (compared to the House music 
scene) which means there is less information to incorporate and analyse. 
Virtually all the music had been made in the past, so no new music was being 
produced, so to model this system only consumption need be included and 
not production. Towards the end of the Northern Soul heyday the scene split 
into two groups, based on musical tastes, one progressive and one traditional. 
By investigating the reasons for this split our understanding of how music 
genres and subcultures evolve can be developed. Finally the Northern Soul 
subculture has many similarities to the House music scene which developed 
later, and many would argue that it laid the foundations for House music.
It is impossible to ignore its uncanny resemblance to the 
House/rave movement of a decade and a half later. (Brewster and 
Broughton 1999:114)
Comparing the similarities and differences between the two scenes in their 
different temporal environments will provide insight into the dynamics of 
record/club based subcultures.
The Components of the Northern Soul Subculture
This section presents and discusses the various components of the Northern 
Soul subculture which have been identified as important in the creation, 
development and demise of this subculture. The key aspects of the Northern 
Soul subculture discussed are: the music and the records, the clubs, 
communication, the fans and the DJs.
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The Music and the Records
The music and the records are of central importance to the Northern Soul 
subculture. The development of the Northern Soul sound started at the 
Twisted Wheel club, which originally played an eclectic mix of contemporary 
soul. As the DJs responded to what the crowd danced to, they honed in on the 
Northern Soul sound, which was a dance led soul music with a fast 4/4 beat. 
Winstanley and Nowell describe the Northern Soul music as:
Music dripping with emotion, with powerful vocals, blaring horns 
and massive orchestration; or sparsely produced with a heavy bass 
line and a wailing vocal. But all of it had to have that magic 
ingredient... soul. (1996:6)
Brewster and Broughton define the music in terms of the artists who produced 
it.
Roughly speaking, Northern Soul was the music made by the 
hundreds of singers and bands who were copying the Detroit sound 
of the sixties. (1999:86)
The direction of the US soul scene changed towards funk, and new records 
that had the Northern Soul sound gradually stopped coming. This was 
because the UK market had no direct relationship with the US producers, only 
a secondary one via imports, so the demand for the same music did not reach 
the producers. The UK audience still wanted that particular sound, but were 
getting bored of the same records, so the scene turned from the new releases 
to old ones and the record collectors soon found that there was a large supply 
of undiscovered records just waiting to be found.
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People were fed up with the same old songs -  like Frankie Valli's 
“You’re Ready Now” and Earl Van Dyke’s “Six By Six” -  that had 
been played at the Wheel for years. There was a hungry crowd at 
the all-nighters, pilled out of their heads on amphetamines, who 
wanted to dance to fast Motown-style records. Rob Bellars 
discovered that by finding these hard-to-find records the scene 
thrived. Ian Levine quoted in (Brewster and Broughton 1999:92)
Throughout the 1960s labels such as Motown, Atlantic and Stax had huge 
commercial success with the type of soul records that fitted into the Northern 
Soul category. Others had seen the success of these labels and groups and 
tried to emulate it and so over this period large numbers of quality soul 
records were made, only to be overlooked or under-promoted.
Labels like Okeh, Cameo Parkway, Ric Tic, Revilot, Capitol and 
RCA had thousands of hours worth of classic soul music that fitted 
the northern criteria. (Winstanley and Nowell 1996:7)
The limited pressing of records meant that only a certain number were 
available, so, unlike today’s digital world, physical possession of a record was 
key. Northern Soul DJs and enthusiasts scoured record shops for that rare 
exclusive which fitted into the Northern Soul sound. The exclusivity of records 
became the crucial aspect of this scene.
These weren’t just American records that were obscure. These 
were the B sides of big, big flops; local releases on minor labels 
where there might have been only a thousand copies pressed and 
the kids in Wigan knew every beat.
Dave McAleer, Pye Records representative (Nowell 2001:148)
The number of these records was huge and even today there are still new 
records being found. To improve their chances of finding a Northern Soul gem 
the DJs and record collectors built up a detailed knowledge of artists, labels,
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producers and any available information that would link an unheard record 
with a classic. John Manship, a long term record dealer, comments on the 
information and number of records:
For each record you need to know label, artist, title, b-side, a-side, 
value, original from bootleg ... I would say records that fall into the 
Northern Soul category there must be 150 thousand, minimum.
(Levine 2003:Disc 3 01.11.48)
The fans collected these records fanatically, spending all their money on 
cherished records. The most avid collector, with arguably the best collection, 
was the DJ Ian Levine.
By 1972 ... [Levine] had a staggering 20,000 records, which grew 
to a peak of 60,000. (Nowell 2001:96)
The monetary value of the records changed, depending on their current 
availability and popularity, with the rare records commanding high prices.
Suddenly the six shilling (30p) single could have a street value of 
£5 or £10. That might not seem much by today's standards but with 
weekly wages of £16-£20 a week it gives some kind of perspective 
on collecting records then. (Nowell 2001:30)
The Clubs and Events
The focus of the Northern Soul subculture were the events where the fans 
gathered, usually held in general purpose bars and nightclubs where an 
organiser would put on an event. For clarity the physical buildings will be 
referred to as venues and a night at one of these venues an event. Tracking 
the history of Northern Soul events is difficult because the organisers did not 
keep records of the events, venue names and locations would change 
regularly and many events were one offs, or short lived. Therefore there is a 
bias in the literature towards the successful events which went on to become
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regular Northern Soul nights, for example the Wigan Casino, which hosted 
regular events over a period of ten years, whereas unsuccessful events were 
quickly stopped with little or no evidence of their having existed. The data 
reports that there are three classes of Northern Soul club -  core, periphery 
and edge, with the majority of the data referring to the core clubs.
Figure 5.1 shows the opening periods and estimated attendance of the 5 core 
events identified in the literature (Winstanley and Nowell 1996; Brewster and 
Broughton 1999; Nowell 2001; Levine 2003). This shows that the Twisted 
Wheel was open throughout most of the sixties and the Blackpool Mecca and 
Wigan Casino ran Northern Soul events for most of the seventies. The Golden 
Torch and Cleethorpes Pier were each open for just over a year before being 
closed down by the police/authorities, mainly because of drug use (the 
Twisted Wheel was closed for similar reasons). Wigan Casino was closed 
because the premises was to be knocked down and the Blackpool Mecca 
gradually became a mainstream club.
Figure 5.1: Opening periods of 5 core Northern Soul Events
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It is difficult to gauge the attendance of these clubs accurately as there are no 
figures available. These figures have been estimated from the accounts in the 
data based on club size and qualitative descriptions of how full they were. The 
clubs’ licensed capacities show what the potential attendances could have 
been, although these would not always have been reached and in some 
cases regularly exceeded. For example the limit of the Twisted Wheel’s 
license was 680, but it is reported that the attendance was often 750 (Nowell 
2001:46), similarly the limit of the Golden Torch’s license was 1,000, but there 
are reports of attendances of 1,400 (Nowell 2001:78). However these figures 
give a good indication of size. For licensing reasons admission to the all- 
nighters was for members only, so there are records of each club’s 
membership size. The figures for which give an indication of the overall size of 
the subculture.
Table 5.1 The capacities and membership of the core Northern Soul venues
Twisted Golden Wigan Blackpool Cleethorpes Manchester
Wheel Torch Casino Mecca Pier Ritz
Capacity 680 1,000 2,000 2,000 1,000 1,500
Membership 6,000 12,500 100,000 - 2,000 -
Source: (Nowell 2001)
If one assumes that the larger venues must have pulled in larger crowds to be 
commercially viable, then this shows that the scene gradually attracted larger 
audiences. It grew from a small capacity of 680 at the Twisted Wheel in the 
sixties, to a peak of 5,000 in the mid-seventies when the Casino, Mecca and 
Cleethorpes Pier were open simultaneously. Interestingly none of these clubs 
closed due to low attendances, but from official pressure, which would only 
have been bought to bear if the attendances were high enough to cause a 
visible concern. However, the fact that no large successor to Wigan emerged, 
despite attempts, suggests that interest in the scene was fading.
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These figures refer to the events’ capacity, but not the actual attendance. 
Qualitative accounts from the literature give more details on the popularity of 
each club overtime. The popularity of the Twisted Wheel grew until its 
closure, when it was regularly attracting 750 fans (ibid). After its closure the 
scene temporarily lost its hub, the Mecca tried to fill the gap, but at this time 
was not a devoted Northern Soul club and was only open until 2.00 am, rather 
than the all-nighters which the hardcore fans preferred. The Golden Torch 
was the real follow-on from the Wheel, and its slightly larger capacity made it 
the ideal next step in the expansion of the scene.
The Torch to my mind was where soul moved on to the next level. It 
had a capacity for over a thousand, they had five DJs at various 
times of the night, great music, even though it was an underground 
thing it appealed to a bigger audience.
Tony Davidson (Levine 2003:Disc 2 00.21.57)
After this venue was eventually shut down by the police the all-nighter scene 
found its next home at the Wigan Casino. The attendance and reputation of 
the club grew quickly, in September 1973 it was getting about 600 people, by 
October 1,000, December 1,500 and from February onwards the capacity of 
2,000, Kev Roberts, Casino DJ (Winstanley and Nowell 1996:212). In 1978 
the influential American music magazine 'Billboard' officially voted it 'The Best 
Disco in the World' ahead of ‘glitzy’ clubs such as New York's 'Studio 54' 
(Nowell 2001:138). The Blackpool Mecca similarly grew in attendance and 
reputation. The two managed to coexist as they were close enough together 
for fans to go to the Mecca first, then finish the night off at the Casino (until 8 
am).
Cleethorpes Pier ran simultaneously with Wigan for 13 months, with both 
attracting large audiences until the event was stopped. The distance to 
Cleethorpes Pier suggests that this event may have had a different catchment 
area to Wigan and so did not compete directly for attendees. There is no data 
on whether two geographically proximate all-nighters tried to co-exist, so it is
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impossible to tell whether this is because no one tried it, or because no one 
managed it successfully and their attempts have been forgotten. The available 
data indicates that this scene could only support one key event for each 
opening hours time slot.
Tracking the history of the less-central Northern Soul clubs is difficult as there 
is little data about them, and what is available is often contradictory about 
dates and size. There were two additional types of clubs, the first of these, 
edge clubs, were pubs and working men’s clubs which would play a wide 
range of music, including the occasional popular Northern Soul record. These 
provided an introduction to the scene, after which more specialised clubs 
might be attended.
Entry level venues followed. Working men’s clubs that played half
an hour of NS each Friday evening. (Nowell 2001:131)
The next category, periphery clubs, is much wider and contains clubs which 
approached core status. These events were generally evening and all-night 
events. They played a range of music which was heavily Northern Soul 
influenced and the fashions and the dancing of the scene were highly visible. 
They tended to be short lived (generally shut by the police) and some, such as 
Va Vas, only remained periphery because they did not last long enough to 
become a regular core venue. They tended to attract a local audience and 
were smaller than the core venues, typically 100-400 capacity. The venues 
would be used for a wider variety of genres than just Northern Soul, whereas 
the core venues such as the Casino become a dedicated Northern Soul 
venue. Interestingly the Wheel started as a periphery club and developed into 
a core club. There is no data on the attendances and opening periods of 
these clubs, though it seems reasonable to assume that more opened as the 
popularity of the scene increased.
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Club locations and policy
The locations of the venues and areas of urban dwellings are shown in figure 
5.2. This shows that the local fan base for these events was the urban sprawl 
that is Liverpool, Manchester, Leeds, Sheffield, Nottingham and Derby and 
the surrounding towns and villages. These cities loosely circle Manchester, 
where the scene started, and Wigan, home of the longest running all-nighter. 
This supports the obvious hypothesis that for an event to be successful it 
needs to be fairly close to a critical mass of the people who will attend it. 
However Northern Soul fans travelled great distances (from Scotland and 
London (Nowell 2001 )) to attend these events and the journey to the venue 
became the first stage in the evening’s entertainment. This explains why the 
Blackpool Mecca and Golden Torch could be successful and located on the 
periphery of the urban catchment area, and at the extreme, how Cleethorpes 
Pier could attract fans, despite being a long distance from the main fan base.
One of the things about travelling to Cleethorpes (or St Ives for that 
matter...) was that the distance turned it into a bit of an adventure. 
(Nowell 2001:194)
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MATERIAL REDACTED AT REQUEST OF UNIVERSITY
T h e  d é c o r d iffe red  b e tw e e n  th e  c lubs, but th e y  all had  th e  b as ic s  o f a la rg e  
d a n c e  floor, an  a re a  fo r d ea lin g  reco rd s  an d  s p a c e  fo r s erv in g  soft d rinks. 
F a n s  d id n ’t d iffe re n tia te  on th e  c lubs  d é c o r as  th e  m o st p o p u la r -  W ig a n  
C a s in o  a n d  th e  T w is te d  W h e e l w e re  th e  m o st basic: it w a s  th e  a tm o s p h e re  
th a t co u n ted . T h e  la rg e r c lubs  had  tw o  ro o m s, a llo w in g  s ligh tly  d iffe re n t s ty les  
to be p la ye d  in d iffe re n t a re a s , th is  a llo w e d  fo r fu rth e r d iffe re n tia tio n  on ta s te , 
e v e n  w ith in  th e  s c e n e . N eil A ustin  o f C h ip p in g  N o rto n  c o m m e n ts  on his  
g ro u p ’s p re fe re n c e  fo r M r  M ’s, a room  in W ig a n  C as in o :
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If a sound was big in Mr M’s, five or six weeks later it would be big 
again in the main hall. The only time we would be tempted out of Mr 
M’s would be when the excellent Brian Rae was on the turntables.
(Quoted in Winstanley and Nowell 1996:155)
Here the association with the good taste judgments, as displayed in the music 
played, is linked to either the location -  Mr M’s or the DJ - Brian Rae.
The clubs either hired DJs, such as at the Mecca, or were run by a DJ such as 
Russ Winstanley at the Casino. Ideally the club’s organiser hired a team of 
DJs to cover the number of rooms and the length of time they had, although 
this ideal was not always reached, for example Russ Winstanley had to DJ all 
night at the first Wigan all-nighter. Organisers wanted DJs with a large record 
collection containing lots of rare records, as these were what attracted the 
fans and hence made money. DJs wanted to play their records to the largest 
venues to gain the most kudos from the dance floor. These aims sometimes 
conflicted, for example Levine was threatened with the sack for playing at 
Wigan whilst employed by the Mecca22.
The more successful the venue, the harder it was for a DJ to get a place on 
the team, and vice versa. For example at the thriving Mecca Ian Levine had to 
persuade the head DJ to let his friend Les Cokell play (Nowell 2001). But at 
developing clubs getting a job was easier, as this quote from Kev Roberts 
about how he came to be a DJ at the Wigan Casino demonstrates.
A lot of my friends, and they were at the cutting edge of what was 
going on, and they were Mecca regulars, basically didn't like it 
[Wigan Casino] and started to hassle Russ Winstanley, saying 
where's the 'size' you haven't got the right records. So Russ 
Winstanley, very innocently turned round and said well can you 
show me a man who has? So they pushed me on stage and I was
22 Interestingly in the 1990s the House DJs broke this club exclusivity and toured round the 
country playing several clubs in one night.
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clutching a box of 50 or 60 records and I did have some stuff that 
was fairly exclusive. (Levine 2003:Disc 1 01.13.16)
The financial benefits of being a top DJ were high. DJs were generally paid a 
prearranged fee to play a set, the fee varying depending on the DJs popularity 
and the length of the set they were expected to play. For example at the first 
night of the Torch two DJs were paid £10 each to play all night (Nowell 
2001:77). Richard Searling worked as a DJ at the Casino and for Global 
Records scouring US warehouses for rare Northern Soul records and selling 
them via lists in the UK. He found that he could supplement his wages 
significantly by DJing:
I was earning something like £17 a week at Global Records, but 
could earn something like £8 a spot DJing for just a couple of hours 
so I kept doing more. (Nowell 2001:144)
Communication and Advertising
Information about the subculture and events was spread by local interaction, 
and the mass media. Local interaction spread information byword of mouth, 
across social networks, as friends discussed what they had been up to. Their 
descriptions must have sounded like a sales pitch, as they enthusiastically 
described what a good time they had had. Here we can imagine a similar 
competition to rareness of records, but based on level of enjoyment over the 
weekend, with gains in social status to be had. Similarly if a social group 
contains members of different subcultures then representatives of these 
scenes compete. For example fans of Rock music and Northern Soul, would 
draw on the features of their respective wider scenes to support their 
individual claim that they had the best time. This is another example of Frith’s 
(1996) ‘unsolvable’ argument, there is no objective measure of enjoyment, 
only a subjective one.
The visual presence of the fans promoted the scene beyond an individual’s 
social network. They acted as mobile advertisements for the scene, their
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fashions and dancing made them distinctive from the mainstream and could 
impress others, as this quote relates.
What I do remember is being at a youth club when I was kid and 
seeing a guy dance like I had never seen before. The seventies 
was a time when most people just shuffled around on the dance 
floor, and there was this guy jumping several feet in the air landing 
in the splits and moving his feet at a blistering speed. From that day 
I was hooked.
Mick Fitzpatrick (Nowell 2001:145)
This information is still judged by the individual and could put them off the 
scene as well as stimulate an interest. Once an interest was stimulated then 
further information was available from the niche media.
This visual communication also helped connect fans whose social networks 
did not directly connect. The literature reports that the subcultural ‘tags’ of 
reading ‘Blues and Soul’ magazine and displaying the Northern Soul badges 
(see figure 5.3) were often the start of conversations in public places. The 
tags tell each other that they have a common subject to talk about: Northern 
Soul records and events.
The different types of badges allow for further differentiation on subcultural 
capital. General badges such as The Torch and Wigan Casino, shown on the 
left below, link the individual to a club, whereas others, shown on the right, 
relate to a particular event. Interpretation of these also depends on the 
assessor’s subcultural capital, to some they are just badges, to others they 
show an association with Northern Soul, to others an association with a club 
and a night and to the well informed an association with a night that they know 
was very good with certain records played etc. However badge sellers are 
business people and so these tags also provided outsiders with the chance to 
buy subcultural capital they did not possess. As the scene became 
commercialised outsiders would wear the badges as fashion items, but they
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w o u ld  b e  u n a b le  to  b ac k  up this ta g  w ith  th e  k n o w le d g e  a n d  e x p e r ie n c e  o f th e  
N o rth e rn  S o u l s c e n e . T o  p ro v id e  re lia b le  in fo rm atio n  th e s e  b a d g e s  w o u ld  
h a v e  h ad  to  b e  o n ly  a v a ila b le  a t th e  e v e n ts  an d  c lubs  th e y  a d v e rtis e d . T h is  
w o u ld  m e a n  th a t th e  o n ly  w a y  fo r  in d iv id u a ls  to  u se  th e m  to  a d v e r tis e  th e ir  
su b cu ltu ra l cap ita l w o u ld  b e  to  h a v e  g a in e d  it th ro u g h  e x p e r ie n c e .
F ig u re  5 .3 :  S o m e  N o rth e rn  S o u l s e w  on b a d g e s . (C lo c k w is e  fro m  to p -le ft: th e  
T o rc h , W ig a n  C a s in o  4 th A n n iv e rs a ry , E a s t A n g lia  S o u l C lu b  2 nd A n n iv e rs a ry  
an d  a  W ig a n  C a s in o  a ll-n ig h te r)
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
The Media
The media distributed information concerning the Northern Soul scene over 
two levels, local and national. Locally distributed information was produced by 
fans involved in the scene and used to promote events and report on the 
scene, these were predominantly fanzines. National coverage tended to be 
outsiders reporting on the scene and communicated predominantly via the 
national press and over the airwaves of television and radio. These examples 
are the same as the levels Thornton (1995) identified in her study of the 
House subculture.
Local distributions such as fanzine and flyers advertised and supported events 
at the local level. David Rimmer (2005) identifies four fanzines of the period: 
Soul Time; Talk Of The North; Northern Noise -  Wigan Casino and It’s The 
Beat. These contain venue reports, record reviews, DJ reviews and 
advertisements for future events.
Figure 5.4 shows a flyer from Wigan Casino advertising their evening and all- 
night events, note the use of the DJs names to advertise the event, implying 
some level of knowledge of these DJs and what they play. Also of note is the 
advert for badges which gave attendees a tag of belonging to the scene and 
of having attended a particular event.
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MATERIAL REDACTED AT REQUEST OF UNIVERSITY
T h e  u n c le a r  bit in th e  m id d le  read s:
“A n d  listen  to  th e  c o u n try ’s b es t s o u n d s  like T h is  th in g  c a lle d  lo v e ” 
-  D a n n y  W a g n e r ;  ‘W a lk  o u t o f m y  life ’ D a n a  B a rn e s ; ‘L e ts  d o  th e  
D u c k ’ -  R ic h a rd  T e m p le ; Shirta il; A l W ilso n ; L o u ise  L ew is  
( IN S T R )23; F u rys  ( IN S T R );  T h u n d e r  ( IN S T R );  C a s u a le e rs ;  T h e  
L a ru e ; N ig h t O w l; S w e e t  T h in g s; G w y n  a n d  R ay ; M a g n ific e n ts  e tc . 
P lu s  o th e r s e c re t s o u n d s ”.
23 Abbreviation o f instrumental, the preferred tracks to dance to.
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This flyer advertises the latest new discoveries of the DJ, the first three items 
and moves to more general adverts of the types of artists whose music will be 
played, presumably several tracks of each over the evening. In this way the 
small list of tracks provides a fair amount of information about the tracks that 
an attendee of the event would hear.
Over time the style of advertising specific tracks stopped and instead just 
relied on DJ names and artist names. There are two explanations for this, one 
was to prevent bootleggers from gaining information about new finds which 
they could use to procure a copy, as demonstrated by this quote from a flyer 
for the Blackpool Mecca.
Once again we dare not list any of the records we play. That 
contemptible underhand French individual from California keeps 
trying to find out what we’re playing here at the Mecca and keeps 
on sending those illegal pressings over, so if you find we’re keeping 
a few of our new sounds rather hushed up this is the reason why. 
(Winstanley and Nowell 1996:62)
Secondly, as the tracks are rare and new, most fans would not have heard 
them yet and so could not be attracted to the club by these records’ sounds, 
only their exclusivity. Instead attendees learn the types of tracks each DJ 
plays and associate the DJs with the music they have heard them play. This 
mental association between the records played and the player also occurs at 
a higher level with clubs, as they become associated with a sound. The 
limited information about the music played at these events means that it is 
those who have the subcultural information to know what type of music these 
DJs play who will respond to them. In this way the flyer acts as a doorkeeper 
only inviting those with the required knowledge, although this doesn’t prevent 
the mainstream audience’s interest being stimulated from other channels.
Local information also had limited distribution over the radio with Russ and 
Richard from the Casino appearing regularly on the Piccadilly Radio, 
Manchester where they promoted the Casino and played some of its latest,
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popular tunes (Nowell 2001:227). However access to this level of advertising 
was rare and one-off and new events often had difficulty promoting 
themselves, often relying on friends spreading the word. The following quote 
highlights one of the difficulties of relying on word of mouth to advertise 
events.
Publicity of the all-nighter spread byword of mouth ...On 
occasions, news of an all-nighter would result in a trek halfway 
round the country only to find it had been cancelled or was the 
result of someone's imagination.
Margaret McKelvie quoted in (Nowell 2001:64)
Event promoters found two answers to the problem of advertising events to 
the potential attendees: regularity and club membership. Regular events at 
the same locations enabled fans to reliably know that there would be an event 
to attend. The licensing laws required the organisers of all-night events to be 
members only, so the organisers had a list of contact addresses. Soul Clubs 
emerged which were not necessarily affiliated with one club, but organised 
events and communicated information about the scene. Examples are the 
Heart of England Soul Club which was set up in 1974, the West Midland Soul 
Club (set up in the early 1970s and reaching 80,000 members), East Anglia 
Soul Club, Scottish Soul Society and the Lincolnshire Soul Club (associated 
with the Cleethorpes Pier events).
National level publications can be split into three levels, specialised music 
press, general music press and news. There was one specialised Soul 
magazine at the time ‘Blues and Soul’ which ‘everybody read’, although this 
covered the much wider soul music scene than just Northern Soul. Its main 
focus was on the London scene, which had followed the progression of the 
US black music into funk. But it contained adverts for events and occasionally 
reported on the Northern Soul scene. The reporter Dave Godin from ‘Blues 
and Soul’ coined the term ‘Northern Soul’, the Northern being used to stress 
the difference between this and the Southern/London soul scene, which were
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m u s ica lly  v e ry  d iffe re n t. H is  re v ie w  o f th e  s c e n e  w a s  v e ry  e n th u s ia s tic  an d  
m u s t h a v e  in c re a s e d  th e  rep u ta tio n  o f th e  N o rth e rn  S o u l cu ltu re  to  th e  m u ch  
w id e r  S o u l a u d ie n c e .
T h e  s c e n e  w a s  u n in te n tio n a lly  a d v e rtis e d  a t th e  local a n d  n a tio n a l le ve ls  by  
n e w s p a p e rs  runn ing  ‘s e n s a tio n a lis t’ a rtic les , w h ich  p re s e n te d  th e  a ll-n ig h t c lub  
n ights  a s  corru p tin g  d e n s  o f d ru g s  a n d  sex . H e a d lin e s  such  a s  th o s e  in fig u re  
5 .5  a le rte d  re a d e rs  to  th e  a v a ila b ility  o f d ru g s  a t th e s e  e v e n ts . T h e  in ten tio n  o f  
th e s e  a rtic le s  w a s  no  d o u b t to  a le rt p a ren ts  a n d  h e lp  g e t th e  c lub  c lo se d , but 
th e y  h ad  th e  s im u lta n e o u s  e ffe c t o f  ad vertis in g  to  p o ten tia l a tte n d e e s  th a t  
th e s e  p la c e s  e x is te d  a n d  a  g o o d  tim e  cou ld  b e  h ad  th e re . T h e  c o n n e c tio n s  
w ith  d ru g s  m e a n t th a t m o s t c lubs  w e re  b e ing  in v e s tig a te d  b y  th e  p o lice  an d  
th e  trad itio n a l e n d  to  a  N o rth e rn  S o u l c lub  w a s  to  b e  s h u t d o w n  b y  th e m .
F ig u re  5 .5 :  H e a d lin e  fro m  a  local p a p e rs  ad v ertis in g  d ru g s  fo r  s a le  a t  th e  
G o ld e n  T o rc h .
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As the scene became increasingly commercialised it gained nationwide 
advertising from the chart success of contemporary covers of Northern Soul 
classics. These were played on the radio and some such as ‘Footsie’ by 
Wigan’s Chosen Few appeared on Top of the Pops with all of the Northern 
Soul’s subcultural tags -  the badges, fashions and dancing style. 
Simultaneously there was the success of Pye record’s ‘Disco Demand’ 
compilation series, compilations of Northern Soul classics, which had some 
chart success. The change from underground to mainstream alienated many 
of the original fans who saw the hard earned authenticity of their scene being 
corrupted.
The Northern scene over a period became very commercialised, I 
remember watching Top of the Pops...and I saw Wigan’s Ovation 
on there and I thought its just not special any more, its on 
television, what we had was special it was unique to us and I just 
stopped going there and then.
Norma Jefferies regular at the Blackpool Mecca quoted in (Levine 
2003:Disc 3 02.12.36 ).
The Soul Fans
The scene thrived on knowledge of the music, both its US roots and the 
developing UK scene, so fans knew details about both the original release 
and its rediscovery in the UK, which DJ discovered it and where they played it.
Even before you could do this [join the scene], there would be an 
extended apprenticeship, as you studied the names of the most 
prized tunes, and learned each record’s evocative history: who 
made it, why it was passed over, how it was rediscovered, who 
played it first... (Brewster and Broughton 1999:98)
The dancing was difficult and athletic and featured fast spins, hand-claps and 
back drops. In a performance which pre-dates the later behaviour of break-
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dancers, the crowd would gather round good dancers and encourage them to 
perform.
Our dancing was extremely competitive... there was an unwritten 
law that the front was exclusively for the best dancers...Status was 
also acquired by experience. Having been to The Twisted Wheel in 
Manchester immediately raised a person up the hierarchy. Of 
course by 1971 it had closed and those who had been there would 
tell us how nothing was ever as good and how the all-nighter scene 
had gone downhill since it closure.
Margaret McKelvie (Nowell 2001:65)
Whilst the men had records, knowledge and dancing to compete with, the 
women were more concerned with clothes and fashion, which were changing 
constantly as individuals vied with each other to look the most impressive.
You had to have something new every week, you had to be 
different, it was a different scene. We were showing off to each 
other really, we'd got the name of being a different underground 
scene so we became different every week.
Angela Lawrence, long term scene regular (Levine 2003:Disc 3 
00.00.54)
Whilst the fans appear to have had a fairly even gender split there were no 
female DJs and the world of records was definitely a male preserve. However 
Cleethorpes Pier events were organised by a woman, Mary Chapman. The 
split of men as record collectors and women as fashion experts is very rough 
and both sexes enjoyed the dancing, the dressing up and the records.
The desire for constant change in fashion parallels the fast turn over of new, 
rare records. The comparison of fashions and records gave attendees a 
continuous game to play, each week trying to gain status by their latest
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expression of their subcultural capital. The split in the scene between the 
Mecca and the Casino echoed this competition with the DJs competing on 
rare, quality records. Each developed a specialist niche in the scene, the 
Casino all-nighters were physically demanding and had an atmosphere of 
togetherness against the outside world of the mainstream. The Mecca was 
more concerned with internal hierarchies, with status differentiation on record 
knowledge and innovative fashions.
I think that status was the key to Blackpool Mecca, it was the 
discerning end of Northern Soul. It was where the people who were 
connoisseurs went, and they were often the kinda snobbier end of 
the scene, the ones who kinda liked the fact that records were truly 
rare, were one offs. They were the ones that also dressed slightly 
more fashionable, it was less wearing the uniform, Wigan was 
about wearing the uniform of Northern Soul, Mecca was about 
always being slightly ahead of the game.
Stuart Cosgrove northern soul guru and journalist (Levine 
2003:Disc 2 00.59.34)
All these factors combined to make Northern Soul a dynamic underground 
subculture. In terms of subcultural status, being a Northern Soul aficionado 
provided plenty of opportunities to regularly compete with displays of 
subcultural capital.
Fans started attending the clubs and all-nighters aged around 16-18 (Nowell 
2001:171 ) and continued into their mid-20s. The impracticalities of balancing 
work and family commitments with regularly attending all-nighters, meant that 
as the fans grew older and gained in responsibilities they became less 
involved within the scene. As one fan put it "Whilst a new generation went on 
to Wigan Casino, I was at home raising a family". (Nowell 2001:61). As their 
work and family commitments decreased many Northern Soul fans returned to 
the scene as outlined below.
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Types of Fan
Nowell and Winstanley (1996:173) categorise attendees of the Wigan Casino 
into three groups, a categorisation which can be applied to the wider group of 
attendees of any Northern Soul event24.
Soul Devotee:
• Attends all-nighter and Northern Soul events religiously every week.
• Thinks Northern Soul is the only good music, hates pop 
music/mainstream/Top of Pops
• Phenomenal record collection and knowledge of serial numbers, 13- 
sides, arrangers and producers of any Northern Soul track.
• Spends time and money on ‘clubbing outfit’- polishing brogues and 
ironing knife edge-crease in jeans.
Soul Fan:
• Regularly attends all-nighter and other clubs.
• Loves Northern Soul, but also likes other types of music.
• Has moderate record collection and gets devotee friends to make up
mix tapes.
Tourist:
• First time to a Northern Soul event -  has heard of Northern Soul 
through friends or media.
• Might adorn self with badges to impress non-soul friends that he is part 
of the scene.
• Unsure/unfamiliar with music, dances etc. Will either love the music, 
dancing, scene and move on to a soul category or (get drunk, fall 
asleep at 2 am) and not get involved again.
24 This account describes males but is applicable to females, although perhaps changing 
records for clothes.
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The DJs and the Record Market
DJs and record collectors started scouring the world for the undiscovered 
Northern Soul records. There were two ways to get records, to discover them 
or trade them. The collectors of the scene took their records to the clubs and 
traded records there, but any records being traded were very unlikely to be 
exclusive. Alternatively the records could be found anywhere, some in the UK 
in places such as Woolworths bargain bins, second hand shops and even 
used as ships ballast (Wynne 2000). But the biggest discoveries came from 
the US where the largest repositories of unknown records were situated. The 
most successful collectors were the ones who had access to the US, either 
from a contact Stateside or by visiting there. One must be mindful of the fact 
that this was the late 1960/70s and travelling to America was still rare and 
expensive. Ian Levine was lucky enough to have rich parents who took regular 
family holidays to Miami, where he would spend his time hunting for records.
The summer of 73 was what I consider to be the golden glory years 
of Northern Soul. That was when I went to Miami found a 
Goodwill/Salvation Army/Oxfam type of shop, which had a quarter 
of a million radio station demos sitting there, all different with no 
sleeves on to be sorted through. And over a ten day period I 
handpicked four thousand of them and discovered the greatest 
Northern Soul finds in history.
Ian Levine quoted in (Levine 2003:Disc 2 00.43.19)
Levine’s rival, Russ Winstanley, the DJ behind Wigan Casino, had contacts in 
the US who sent fresh records over, as well as contacts with the bootleggers 
from Select-a-Disc in Nottingham. Often new finds tended to be in large 
batches, there are several stories similar to Levine’s above where a large 
second hand collection is discovered, which is then itself searched to reveal 
several new records. The searcher’s knowledge of the records was vital in 
helping them pick out the potential classics without listening to them. The best 
collectors had an encyclopaedic knowledge of artists, producers, labels,
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studios, backing band and any information which might better help them 
assess a record unheard. Such record collector success has positive 
feedback, as the more records a collector collects, the better at collecting 
them he becomes.
Records values
At the beginning at the Wheel the club was responsible for purchasing the 
records and the DJ for selecting them. This changed when the clubs records 
were stolen (Nowell 2001:41) and the focus changed to the DJs’ own record 
collections. At both the Wheel and the Torch there was a communal 
atmosphere and new records were freely passed between fans and to the DJ 
to ‘break’ to the crowd. The finder of any good new records gained recognition 
amongst the collector crowd.
The desire among soul fans to have their records played at the 
Wheel or even get a DJ spot was intense. I suppose it was a big 
ego thing.
Rob Bellars, DJ at the Wheel (Nowell 2001:40)
Later on, particularly at the Casino and the Mecca, this changed. The value of 
rare records became linked to a DJ’s and club’s reputation and they became 
very protective of their finds. The ownership of rare records became valuable 
subcultural capital within the Northern Soul scene. The larger and rarer an 
individual’s collection, the higher up the subcultural hierarchy he was, with the 
resident DJs at the top.
The more obscure the label, the more obscure the artist, the better, 
the more obscure the record the more value that record had. And 
there was then less chance of somebody else finding, discovering 
or playing the same record. The kudos with the DJs all revolved 
around having something that no one else did.
Nigel Martin regular at the Mecca and the Torch (Levine 2003:Disc 
1 00.35.24)
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The competition between fans for subcultural status was informal and relaxed 
and served to strengthen social bonds around the common theme of Northern 
Soul. But for the DJs and clubs the situation changes as they begin to 
compete directly for the same resources -  attendees, records and fans’ 
approval. Richard Searle, from the Casino, argues that this competition is part 
of the reason for being a DJ and that the challenge is to try to create a better 
playlist than any other DJ.
Of course there's rivalry in the music. You want to play the best 
records you can. If there isn't any rivalry there, you might as well 
pack it in. That's why I’m not purporting to be at the cutting edge of 
the NS scene any more because I can't keep up with the collection 
of the top DJs.
Quoted in (Nowell 2001:152)
The high value placed on the new and the rare drove the scene. The pressure 
to discover and play new records meant that there were always new records 
to be heard. Paul Shelvington, a Mecca regular, comments on the playlists:
That's what made you go back week after week because of the 
changes, and the tunes, you couldn't keep up with it, and that is the 
only club I’ve ever known made you just want to go back and back 
because the tunes just kept changing, quicker than you could read 
them in the magazines. (Levine 2003:Disc 2 01.19.01)
However, whilst the emphasis was on exclusivity, the record still had to be 
judged as good within the Northern Soul sound. If it failed in this then the 
crowd would reject it, as this quote explains.
Every promoter can tell tales of top-name DJs clearing the floor 
with obscurities, and when taken to task they will say something 
like 'It's not my fault this lot have no taste’. (Nowell 2001:277)
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Notice the DJ’s explanation places them higher up the taste hierarchy than 
‘this lot’ and it is them, not him, that has no taste. Whilst exclusivity was seen 
as vital to a record’s popularity one DJ found by accident that this could be 
reversed. Instead of playing a rare record he played a popular one and found 
the dance floor reacted positively to it.
A very poignant moment came about, I put “Move On Up” by Curtis 
Mayfield..., from a 3 second pause of ’how can you play this Dave’, 
the whole place erupted, I’ve never ever forgotten it. Everybody got 
on the floor. And I thought hey we've got something here. Why not 
dig out records of which there are thousands of copies and play 
them, they're still good, they've been missed only because they're 
thousands of copies.
Dave Evison DJ at the Wigan Casino (Levine 2003:Disc 2 
01.36.34)
This discovery shows that familiarity and quality can be as important as 
exclusivity in the popularity of records, particularly to the crowd on the dance 
floor whose tastes and knowledge were not as exclusive as the DJs. This led 
to Wigan putting on a monthly ‘Golden Oldies’ night. Some would argue that 
the scene thrived on the newness and that it was this nostalgic ‘wallowing’ 
which contributed to the stagnation and eventual death of the scene.
Introducing Production: Bootleggers, Re-issues and Commercialisation
The record collectors did not have it all their own way as bootleggers and re­
issuers worked to break the exclusivity of their records. Bootleggers such as 
Select-A-Disc could change a rarity to a common property overnight. If they 
could get a copy of a record they could press up bootleg copies and flood the 
market. Whilst purists would still place a higher value on the original the 
exclusivity had been broken. This process added another pressure on DJs to 
find new records.
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Although the bootleggers were actually detrimental to the authority 
that the DJs had by devaluing their records, it also meant that the 
DJs had to be constantly on the lookout for something new. They 
couldn’t sit back and relax because next week their top records 
could be pressed and everybody could have it.
Bob Blackwood regular at the Mecca and the Wigan casino (Levine 
2003:Disc 3 00.40.16)
Obviously bootlegging is illegal and eventually Select-a-disc was shut down in 
July 1973 (Winstanley and Nowell 1996).
Re-issues occurred when the record company who owned the rights 
discovered there was a new market for it and re-released the original.
Similarly if a competing DJ could discover the details of a record they could 
apply to the label or use this information to narrow their search. In response to 
these pressures the DJs tried to protect their rare finds by covering up the 
original label with their own, complete with a fake song title and name. So, for 
example, the Coasters’ ‘Crazy Baby’ became ‘My Heart’s Wide Open’ by 
Freddie Jones. However, as the scene prided itself on its knowledge of the 
music, the tunes’ true identities were inevitably discovered.
As the scene grew in size and became increasingly popular, the potential 
commercial returns increased. Record companies could reissue old rare 
records and many reached the charts, for example ‘Love on a Mountain Top’ 
by Robert Knight and ‘Here I Go Again’ by Archie Bell and the Drells 
(Brewster and Broughton 1999). DJs and clubs were in key positions to 
advertise records to fans, and for some the focus changed from promoting 
rarities to promoting records they could make money out of, although they 
would argue that they only did this to provide new material when the new 
discoveries started drying up. Also it should be noted that these were played 
alongside the traditional Northern Soul fare.
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In 1975 Ian Levine went to New York and began producing new soul records 
with the original artists for his Motorcity label. These he released with 
considerable success in the UK, such as “Your Magic Put a Spell on Me (L J 
Johnson) and '24 Hours a day’ (Barbara Pennington). Naturally enough these 
featured heavily on his play lists and the old school purists soon began to 
object, claiming that Levine had sold out. Similarly Russ Winstanley set up a 
record label -  Pye Disco Demand and started using the club as a means of 
promoting its reissues and white pop cover bands it had signed. This upset 
the traditionalists for whom Northern Soul was not just the music but the rarity 
of the music as well.
For the first time people started making records which were tailor 
made for the Northern Soul scene and a lot of people didn't agree 
with that, as they felt that you had to go to a warehouse in America, 
search through lots of old boxes looking for the right material, and 
bring it back.
Ken Roland regular at Mecca and Torch (Levine 2003:Disc 3 
02.18.20 ).
The DJ’s shift from trying to outdo each other, to trying to sell records, marked 
the death of the scene more than the running out of rare records that the 
literature claims. Northern Soul was an underground subculture and as such 
needed to maintain a separate identity to the mainstream. Once the music 
started to chart and the fashions and dancers appeared on Top of the Pops 
that identity was no longer separate from the mainstream. From then on 
Northern Soul was no longer a distinct subculture, but part of the mainstream.
The DJs and Record Popularity
The relationship between the DJs and the audience on the dance floor is an 
important one and needs to be explored to understand how music tastes 
change and develop. The DJs choose which records to play and so lead the 
direction of the music, but their subcultural capital and status of DJ is related 
to how much the crowd likes their record choice. So effectively DJs are trying
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to predict what the crowd will like. One way they do this is to react to what 
works on the dancefloor, if the crowd likes it then it is good.
If the dance floor exploded then we knew we had a monster on our 
hands, if we cleared the dance floor then we binned it, it was just 
trial and error really.
Rob Bellars DJ at the Twisted Wheel (Levine 2003:Disc 2 
01.14.37).
DJs learn what types of records work from trial and error feedback and wider 
observations and learning about the scene’s experiences and so can try to 
play similar ones. An alternative analysis is that DJs have their personal 
tastes and play what they like and the successful ones are those lucky 
enough to share the tastes of the crowds. Most DJs insist that they play what 
they like rather than what the crowd want, but then they would wouldn’t they?
I'm not that interested in following somebody else’s opinion, saying 
this is a great record, I’ll listen to it, but that doesn't mean that I’ll 
think it's a great record.
Soul Sam DJ at the Casino, Cleethorpes and the Ritz (Levine 
2003:Disc 1 01.14.27)
However the venues needed to bring in people to make a profit, so DJs who 
did not draw a crowd would soon be removed. An example being Ian Fishwick 
who was removed from the Casino because “he didn’t have the tunes” Kev 
Roberts quoted in (Winstanley and Nowell 1996:213). He was then replaced 
by Richard Searling who had developed a good reputation at a smaller, 
evening session only club, called Va Vas.
The DJs found that they had to ‘break’ new records to the dance floor, this 
was a process of familiarisation by repetition. The dancers had to become 
familiar with a record before they would really react to it. The other side to this
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is over-familiarisation, where an individuals liking for a song declines with the 
number of times heard. This is supported by psychological research into 
music taste.
Researchers have discovered that novelty and repetition increase 
the liking of songs regardless of style. However, there is also a 
"burnout" factor as well, say when you hear a song played 16 times 
during a given week. (Hargreaves 1982)
It follows that the more similar the track to ones already familiar, the shorter 
this familiarisation time, but too similar and it will share any over-familiarisation 
of the original. DJs found that the social influence of a good club atmosphere 
of other dancers visually enjoying a record, had a positive effect on 
individual’s appreciation of a tune. The familiarisation effect reached the point 
where DJs could inculcate the crowd to enjoy a track, whether to expand their 
tastes, or for commercial gain.
We concentrated on certain records so that by the end of the night 
we could “break” perhaps three records and the next week we 
would stick with those again and introduce another four.
Russ Winstanley (Winstanley and Nowell 1996:36)
When a record was broken those present would associate it with the DJ and 
the club. The name of the DJ becomes a signifier for a whole range of tastes 
that they play, and similarly a club can become a signifier for the range of 
tastes and behaviours displayed there. As such the Wigan Casino became 
synonymous with the Northern Soul sounds, the all-night dancing, the 
fashions and the drugs. Its DJs tried to manage this branded image and 
discussed which new records they would break. It is easy to see how the 
process of breaking a newly discovered record for subcultural capital could 
turn into promoting a new record for a commercial return. The branding 
association of Wigan as the Northern Soul venue became so strong that it 
gained the credit for breaking every new tune.
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You could hear a record at the Mecca or Cleethorpes, but once you 
got it going at Wigan, the Casino would take the credit. The people 
in the know would know the real story of course, but once you got 
Wigan behind a record it became huge.
Richard Searling DJ at Wigan Casino (Winstanley and Nowell 
1996:144)
However there is a balance between what the audience already like, and what 
they can be turned onto, as the ending of the Northern Soul scene 
demonstrates. As Levine and Curtis at the Blackpool Mecca started moving 
towards modern tunes, some members of the scene were happy to go with 
them, whilst others were strongly opposed tojhe changes. To the DJs minds25 
the quality of the music was enough to recommend it, whereas for the 
dissenters the production, finding, and origin of the record was as important 
as the sound. Therefore they were not going to let themselves be forced into 
liking the tracks which they saw as fake and of low value. Whilst the DJs are 
playing music the fans like, the association between the fan and their 
enjoyment of music extends to the DJ. But if they play music the fan dislikes 
then the association with the DJ changes to one of dislike, as demonstrated 
by the campaigns against Levine.
It’s hard to imagine such deeply held opinions now, but many 
considered Curtis and Levine heretics and pariahs for what they 
were doing. (Brewster and Broughton 1999:106)
Not the end
What is interesting about the Northern Soul subculture is that it was not a 
passing fad in people’s lives, but a part of their lives where they developed 
friendships and marriages -  the social networks that continued throughout
25 The literature does not make much of the commercialisation process discussed above and 
the possible commercial motives of Levine, so for this section I shall presume that his motives 
were pure and he was searching for new records as the old supply chain ran dry.
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their lives. The closing of Wigan marked the end of the original era of Northern 
Soul, and despite promoters’ attempts, for example Russ Winstanley, no one 
successfully started another large all-nighter. However since then there have 
always been some regular Northern Soul events, as far dispersed as London 
and Sydney.
Recently there has been a resurgence of interest and several regular revival 
events, attended by mixed ages, have been held and the Twisted Wheel has 
been reopened by fans. Whilst Northern Soul is not going to become an 
underground youth subculture again, its continuance shows the importance it 
played in people’s lives. A contributing factor to the scene ending must have 
been as the older fans grew older and had to put family and work 
commitments above Northern Soul. Lost attendees were not replaced by the 
younger generation as there were more appealing subcultures for them to 
join. However, as these revivals indicate, once the commitments are over, it is 
to the tastes developed in their youth that they return.
Conclusions
This chapter has introduced the history of the Northern Soul subculture and 
presented and analysed the features deemed to be key to its creation, 
development and demise. The Northern Soul fans avidly collected records 
and knowledge about the record’s producers and valued the rare and 
exclusive records the highest. They regularly went to clubs where they danced 
all night to their favourite records. They informally competed on their 
subcultural capital and skills, which were to have the best and rarest records, 
the best clothes, the greatest knowledge and the best dancing for the reward 
of subcultural status. These skills allowed for the creation of an informal social 
hierarchy and served to keep outsiders out. For example an outsider could not 
pass himself of as a ‘Soulie’ without learning a lot of information, which would 
in fact make him a ‘Soulie’. Tags such as badges showed membership of the 
scene and enabled strangers to recognise a shared interest in each other.
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The ‘true’ music of Northern Soul is Soul music created by black Americans in 
the 1960s, characterised by that produced by the Motown record label. The 
glut of production over consumption meant that there was a large pool of 
undiscovered tracks, limited by a finite number of record pressings. It is 
estimated that there are about 150,000 Northern Soul tracks. Increased 
knowledge of records increased collectors’ success at finding rare records, 
with the largest collection being estimated at 60,000 records. Bootleggers and 
re-issuers tried to discover the identities of valuable rarities and mass produce 
them.
The clubs were mainly located in the north of England within travelling 
distance of large urban centres. There were two main time slots, evening till 
late and all-nighter. The fans saw the all-nighters as the ‘true’ version of 
Northern Soul and throughout its history there was one regular all-nighter 
which acted as the hub of the subculture. The clubs hired DJs with the best 
collections and part of their popularity depended on the exclusivity of the 
records they played. The scene started in the mid-sixties at the Twisted Wheel 
club where the subcultural features of type of music, dancing and fashion 
were set. In the 1970s two key clubs emerged, the Blackpool Mecca, which 
ran in the evenings and whose focus was the exclusivity of its records, and 
the Wigan Casino an all-nighter whose focus was the dancing and celebrating 
the music.
A DJ’s success relied on having the rarest records and predicting which ones 
the crowd would like best. Fans liked records more as they become familiar 
with them and less as they become over-familiar with them, so DJs ‘broke’ 
records to the crowd by repeatedly playing them to familiarise the crowd with 
the music. Fans associated the records they heard with the DJ and club 
where they heard it first. One DJ discovered that the dancefloor enjoyed the 
old familiar ones as well, and not just the rare tracks, starting the trend for 
reminiscing in old classics, rather than the constant throughput of new finds.
As the number of people involved in the scene grew so did the potential for 
selling them records, and some DJs became involved with covers and
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reissues and started breaking and promoting them in their clubs, much to the 
hardcore fans chagrin. As the scene was sold to the mainstream audience the 
traditional fans no longer felt differentiated from the mainstream culture and 
turned their backs on it. Younger fans stopped joining because it was now 
seen as part of the mainstream and their desire for differentiation led to other 
emerging subcultures. To the mainstream it appeared as a fad as its reliance 
on old records meant it did not achieve any regularity of releases.
By the late 1970s findings of new records declined and the scene split into two 
groups based around two clubs, the Mecca and the Casino. The Mecca 
turned to new genres of music and the Casino to nostalgically listening to the 
'true' classics. Attendance of these clubs gradually declined and the Casino 
eventually shut and the Mecca became a normal mainstream club. The scene 
continues to this day on a smaller scale and many of those that left the scene 
have returned to it.
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Chapter 6: Northern Sim Model
This chapter outlines an agent based model of the Northern Soul subculture 
based on the qualitative data discussed in Chapter 5. This simulation has two 
aims, to model the development of the Northern Soul subculture and to 
develop a framework with which to study the wider phenomenon of the 
dynamics of genres and subcultures. As discussed in the methodology 
chapter, Northern Soul was chosen as the simplest available case study for 
the development of a DJ based subculture. This model is also the framework 
for the subsequent House model and most of the methods are the same. The 
data and conclusions that this model is built on are detailed in the previous 
chapter and so supporting references are generally not given here.
As noted in Chapter 1, one of the advantages of simulations is that they 
enable the formalization of a qualitative theory into an experimental format. 
Within this format the researcher can learn about the qualitative theory and 
revise or support it accordingly. Building a simulation is a process of ongoing 
development, with each stage of the process increasing knowledge, both 
directly of the simulation model, and indirectly about the theory of the system 
and the target system itself. As such the areas of interest the simulation 
highlights may be different to those originally identified, the researcher then 
has to return to the data to further research these areas. Conversely areas 
which initially seem important to the model may prove not to be, hence the 
development and analysis of the simulation directs the research focus. The 
methodology of this thesis has been developed so that questions arising from 
the development of the models can be addressed first back to the Northern 
Soul literature, but also forward to the House music literature and model. As 
such, a simulation framework is a powerful tool for the development of an 
understanding of dynamic systems.
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It should be noted that there is one previous work which uses a social 
simulation to model subcultures (Holme and Gronlund 2005). This arranges 
agents on a fixed social network and subcultural membership is decided by 
social influence. That is each agents has a threshold level and if the number 
of its peers who have adopted the subculture exceeds this number then they 
join the subculture. This simulation models the continuous rise and fall of 
membership of subcultures, but no attempt is made to validate this pattern 
against data. This approach has been rejected for several reasons. The 
literature discussed in chapters 2 and 3 does not support a purely social 
influence explanation for membership of a subculture. This model does not 
include all the aspects of the system which have been identified as important 
in analysis of these systems, such as the media. The application of a fixed 
network was rejected, because the data reports that as actors become 
involved in new subcultures they make new friends and hence their social 
network changes. The aim of this thesis is to build a simulation from the 
analysis of the theoretical literature and target histories, as such the model 
was designed from scratch.
To familiarise the reader with the model and its components a qualitative 
overview is presented initially, with a detailed formal description given in the 
model description section below. The model is of an abstract urban space 
where there are clubs available to hold events in each weekend. Located in 
this space is a back-catalogue of Northern Soul records and a population of 
agents. There are three classes of agents in the model: tourists, clubbers and 
DJs26. Tourist agents are interested in going out, but are not attached to a 
specific scene. Clubbers are record collectors and regular attendees of a 
specific music scene and DJs organise events where they play records.
A round of the model represents a week’s events in the target world. Each 
week clubbers and DJs have a chance to buy new records and DJs publicise 
their upcoming events in the media. At the weekend agents decide if they are
26 This is different from Nowell and Win Stanley’s classification presented on page 145 for two 
reasons. Firstly these agent classes model the entire population of potential clubbers, not just 
those in the club at one time and secondly in the model different levels of clubber involvement 
develop from the agent’s experiences.
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going to go out and if so which club they are going to. At the clubs, agents 
hear the records and socialise with the crowd. The relationship between each 
agent and the music and the crowd influences their tastes and future 
behaviour.
This chapter is organised in two sections. The first discusses the abstract 
concepts identified in the target system, the process of formalising them into 
simulation code and the concluding assumptions made to do so. The second 
section presents the workings of the model in detail. This is broken down into 
the five phases the simulation runs through: distribution, media, decision, club 
and update. The full code of the simulation is supplied in the accompanying 
CD in appendix 6.1, which also has the version of Netlogo required to run the 
simulation.
Concept formalization
To model the target system the concepts of taste, sound and subcultural 
capital have been formalised. These enable agents to assess music and other 
agents and decide how to operate in the simulated world. These assumptions 
are the most important of this model and drive its dynamics. They have been 
made with support from the theoretical aspects discussed in Chapters 2 and 
3, the empirical data from Chapters 5 and 8 and the findings of the prototype 
model. This section discusses the problems in modelling these phenomena 
and presents the assumptions made to develop this model.
Taste, Sounds and Subcultural Capital
The concept of taste is used to model how a record sounds and how this 
relates to an individual’s tastes. Musical tastes and sounds are modelled as 
points on the same linear scale and it is assumed that the similarity of two 
pieces can be calculated by measuring the distance between them, with the 
shorter the distance the more similar the pieces and vice versa. An agent’s 
liking of a piece of music is similarly calculated as the distance between its
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current taste27 and the record’s sound, with the less the distance the more the 
agent likes it. The scale tastes and sounds are measured on is labelled 
sound-space and in these models runs from zero to one hundred, though this 
can be adjusted with a parameter. To avoid end effects sound-space is looped 
into a circle, so 0 and 100 are effectively the same.
This representation is limited as it does not describe the complex, multi 
dimensional relationship of similarities between music. This could be made 
more specific by using a multi-dimensional representation so a track could 
have similarities on one dimension, but be very different on others. However 
in this model the concept is being developed and one aim is to keep the 
model simple, also it could be argued that a multi-dimensional point could be 
reduced to a single-dimensional one. One problem with using a universally 
agreed upon linear scale to represent sound is that this means the perceived 
distance between two pieces of music is the same for all agents but, as the 
discussion of genres showed, in the target system this scale is not necessarily 
shared by all (though the concept range-of-tastes, described below, goes 
some way to addressing this). As such this is a high level abstraction where a 
piece of music is described in terms of its similarity to others, in a limited 
space of possible sounds. The sound-space parameter enables the modelling 
of worlds where there are few or many different possible types of sound, albeit 
relating to each other on a linear scale.
To complete the agent’s assessment of a piece of music it is assumed that the 
more times an agent hears a record the less it likes it. This is supported by the 
psychological literature and the empirical data in which it was often mentioned 
that DJs had to keep finding new records for their audience. This is modelled 
as a linear decrease in liking. This assumption is a simplification and does not 
take into account the reported effect that top DJs could inculcate their crowd 
into liking a record by repeated playing. This effect could be modelled in future 
versions with different distributions of liking against number of times heard.
27 For clarity the names of variables from the model are in italics in the following chapters.
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The concept of subcultural-capital was discussed in chapter 3. To recap, it 
represents the skills and knowledge acquired through being involved with a 
subculture. As such it is closely linked to the agent’s and the scene’s tastes. 
The concept of subcultural capital is formalised as the agent variable 
subcultural-capital, which represents an agent’s level of experience in a taste 
area. It is represented on a linear scale from 0 to 1, where 0 is no experience 
and 1 is the maximum experience possible. It combines with an agent’s taste 
which specifies which taste area these skills are in. Subcultural-capital is used 
by other agents as an indicator of status and to define a subgroup of records 
which the agent likes. In the model subcultural-capital is gained by clubber 
and DJ agents as they invest in their tastes, but not by tourists agents. The 
former agents gain subcultural-capital as they experience events of that taste, 
for finding records close to their taste and for DJing at events. Agents who 
change their tastes dramatically lose subcultural-capital, as their skills and 
experience are not relevant to their new tastes. These processes are 
discussed further in the club method below.
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The assumptions used to model subcultural-capital are limited from that of the 
target system. In the model agents have access to the actual value of another 
agent’s subcultural-capital, whereas in the target actors only have indicators 
of it, such as displays of fashion, music tastes or word use. In reality an 
evaluation of an individual is a combination of an assessment of all these 
indicators, and each would be assessed differently depending on individual 
experience. This means that an actor with high subcultural-capital could 
assess the music tastes of an actor with low subcultural-capital highly, whilst 
disliking their other indicators. Whereas in the model the high agent would 
only assess the low one negatively. For simplicity it was decided to model 
taste and subcultural-capital as aggregated scores on interval scales, so 
comparison of scores is possible. This aggregation represents the sum of an 
assessment of all displays of subcultural capital. This means they are an 
abstraction from the target and the scale of the modelling is higher than in the 
target. This representation for combining subcultural-capital and current tastes 
provides a starting point for modelling and analysing these concepts.
As actors become more involved with a scene their tastes become more 
specialised and their preference for that style of music means that they won’t 
like others. To model this, clubber and DJ agents have a range of sounds 
within which they consider sounds similar enough to their own taste to like. 
Records inside this range are assessed on the distance between their sound 
and the agent’s taste, whilst those outside are all disliked. To calculate this 
range there is a constant variable basic-sound-similarity, which is a globally 
defined distance in sound-space, in this model set at 25. Each agent then has 
their own specific range, based on their subcultural-capital. This is calculated 
as range-of-tastes * (1 - subcultural-capital28), so the agent’s range of taste 
decreases as its subcultural-capital increases. Therefore tourists agents will 
like most music, a clubber or DJ with low subcultural-capital will like a wide 
range of music, whilst ones with high subcultural-capital will only like a small 
range of music close to their tastes. Within the model the basic-sound- 
similarity parameter is used to describe sounds which are generally similar
28 This is limited to a minimum of 10% so very experienced clubbers still like some variety in 
their music.
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and the agent’s range-of-tastes describes the individual’s perception of music 
it likes.
This is made clearer with the example in figures 6.1 a and b below. Figure 
6.1a shows an agent with 0 subcultural-capital and a taste of 50, which gives 
it a range-of-tastes of 25 and it likes records that fall within this range. The 
amount of liking is the difference between the agent’s taste and record’s 
sounds, so the record of sound 50 is rated the best. The second example in 
figure 6.1b shows the same records assessed by an agent with a higher 
subcultural-capital of 0.8 and taste 50. This gives it a much narrower range of 
tastes of 5 and so it now only likes one of the records.
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Figure 6.1a Visualisation of an agent’s range of taste, for an agent with
subcultural-capital 0, taste 50 and range-of-tastes 25.
0 0 0 0
0 50 100
Figure 6.1 b Visualisation of an agent’s range of taste, for an agent with 
subcultural-capital 0.8, taste 50 and range-of-tastes 5.
0 50 100
Social Comparisons
Agents assess the crowd at the club they are attending to see how well they fit 
in. This assessment affects whether the agent wants to become more 
involved with the scene or to differentiate itself from it. Each other agent is 
assessed by a comparison between their tastes and subcultural-capital.
Agents prefer to associate with those of similar tastes to them. Agents assess 
other’s tastes in the same way as they assess records, as described above,
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but here the range-of-tastes creates the agents’ perception of ‘in’ and ‘out’ 
taste groups.
Formalising how agents assess status is more complicated. Bourdieu’s and 
Simmel’s theories (discussed in chapter 2) argued that there are status 
hierarchies in different fields of taste and that in these areas actors compete 
for status. They argued that low status individuals try to adopt the tastes of 
higher status individuals to gain their status advantages and conversely that 
those of higher status try to change their tastes to differentiate from those 
trying to gain their status benefits. This suggests a constant chasing dynamic 
such as Axelrod describes with his quote that fashions are a “never-ending 
chase of followers running after leaders” (Axelrod 1997:205)
However this dynamic does not fit the behaviours described in the empirical 
data. It would mean that it was always the higher status individuals who 
developed new tastes as they run from their imitators, but in the subcultures 
studied it is the lower status individuals who are most innovative in terms of 
discovering and exploring new taste areas. The higher status individuals have 
invested cultural capital in their tastes and so their changes in taste are much 
smaller. In the prototype Northern Soul model, the first wave of DJs quickly 
filled the market so there is no room for the younger generation to compete. 
The extra time these actors are in the system gives them superior skills and 
means that they always have a competitive advantage over newcomers. This 
is an example of the simple link between age and status, as status is gained 
from activities over time so younger actors generally have less (though of 
course the young can inherit status and the elderly not achieve any). 
Therefore there is a greater pressure on the younger, lower status individuals 
to explore new taste areas to differentiate themselves.
It is assumed that agents prefer to associate with others of a similar level of 
subcultural-capital to them. This means that agents will not like those with the 
same tastes, but much higher or lower subcultural-capital. This assumption is 
different from much of the literature, but is supported by the empirical 
evidence and Thornton’s work on internal hierarchies. It has been argued that
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in the clubs actors informally compete on displays of subcultural-capital, for 
example records owned and heard, clubs attended etc. This formalisation can 
be understood as a simplification of this competition.
Displays of subcultural capital are in the form of behaviours such as fashions 
worn, records played, expressions used, experiences recounted etc. These 
are used in a social context and each time a different set of behaviours is 
displayed. The abilities used to produce the display are the actor’s subcultural 
capital, but the actual display is a varying indicator of this, not the absolute 
value. All actors participating in the social exchange will have different 
displays, so there are different sets of display values at each meeting. This 
means a hierarchical ranking based on these could change order at every 
meeting. By associating with others of similar subcultural capital levels 
sometimes an actor will be the highest status and at other times not, creating 
competition. From this it was concluded to model the simplification that agents 
prefer to associate with others of similar subcultural capital levels.
If the actor’s aim is purely to be the highest status in its peer group then it 
could associate with those of low subcultural capital and always be the 
highest! However there are several reasons why this is a rare occurrence. 
Associating with those of similar subcultural capital means that the status of 
the group is higher when compared to the wider community, and actors 
compare themselves to both their peer group and the wider society. 
Subcultural information, such as new records or events, is transmitted socially 
and those with higher subcultural capital will be able to provide better 
information. Competition is an assessment of self and humans generally 
compete at the highest levels they are able. Being involved in a competition is 
not always a matter of choice, as actors can ‘challenge’ others. This can be in 
an obvious form, such as a fight or dance-off, or less obvious such as verbal 
banter, as argued in chapter 2.
To model this preference for others of similar status, agents only rate others 
whose tastes are within their range-of-subcultural-capital. This operates in a 
similar way to range-of-tastes, with the global range set to 0.5. This gives the
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agents a perception of the scene’s internal hierarchy and creates an 'in’ and 
‘out’ group of other members of the scene. Other agents with whom the 
difference in status, as measured by subcultural-capital, is over 0.5 are 
perceived as part of the ‘out’ group and the liking for them assessed at 0. If 
the difference is less than 0.5 then the agent is a member of the ‘in’ group and 
assessed between 0 and 1, with this score increasing as the difference in 
subcultural-capital decreases. The status relationship with an individual within 
the range-of-subcultural-capital is calculated by the absolute difference 
between their subcultural-capital scores, with the lower score the more they 
like the other agent. All agents assess others on subcultural-capital, as 
clubbers are concerned with their status position within the group and tourists 
will not want to become involved in scenes where the members have high 
subcultural-capital, and so they cannot compete on status in the scene.
This is made clearer with examples shown in figures 6.2 a and b below. The 
first example shows an agent with subcultural capital 0 and taste 50. This 
gives it a range-of-tastes of 25, so it considers agents with tastes from 25 to 
75 part of the ‘in’ group. It has a range-of-subcultural-capital of 0.5, so it 
considers agents with subcultural capital of 0.5 or less as part of the ‘in’ group. 
The closer agents within the ‘in’ group are to the example agent, the higher its 
rating of them. The second example in figure 6.2 b shows an agent with 
subcultural capital 0.8 and taste 50. This gives it a range-of-tastes of 5, so it 
considers agents with tastes from 45 to 55 part of the ‘in’ group, and a range- 
of-subcultural-capital of 0.15, so it considers agents with subcultural capital 
between 0.65 and 0.95 part of the ‘in’ group.
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Figure 6.2a Visualisation of an agent’s perception of ‘in’ and ‘out’ group, for an
agent with subcultural capital 0, taste 50.
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Figure 6.2b Visualisation of an agent’s perception of ‘in’ and ‘out’ group, for an 
agent with subcultural capital 0.8, taste 50.
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This way of assessing the crowd means that each agent views its relationship 
with others from its own individual perspective specified by its taste and 
experience. This reflects the ideas discussed in earlier chapters where 
members of one subculture feel themselves superior to all members of 
another, whilst there is a status hierarchy within the subculture. It also allows 
the phenomenon described by the Chicago school where actors with low 
status in one behavioural area could obtain status by adopting behaviours 
outside this area. The larger the difference in difference of behaviours, the 
greater the ability to compensate for large status differences. This follows the 
theory that it is those who have the least access to ‘mainstream’ status who 
will adopt the most outrageous behaviour (from the point of the ‘mainstream’ 
actors).
The agent’s assessment of the crowd is used to adjust its taste. If they 
positively assess the crowd they want to become more involved with it and if 
the assessment is negative they want to differentiate from it. The framework 
used assumes that an agent’s tastes can move part way towards that of a 
sound heard, rather than only all the way, as in copying. This means that 
when it comes to production an artist changing its tastes towards a new scene 
can create new sounds in between. This represents the hybrid sound 
development phenomena, where an actor brings its old tastes and combines 
them with the new, for example the combination of ‘Indie’ guitar music and 
House beats which became known as the ‘Madchester’ sound.
It is hypothesised that actors invest time and money into the skills and items 
which make up their subcultural-capital. This is related to tastes so changes in 
taste devalue an actor’s subcultural capital. This is because the skills and 
objects they have from one taste area are of less value in others, the more so 
the greater the difference in taste. Two assumptions are made to model this, 
as agents change their tastes their subcultural-capital decreases and, 
because of this, agents act to protect their investment and so will only change 
their tastes within their range-of-tastes. It should be noted that as with all 
these calculations it is not argued that they represent direct cognitive decision 
making but an approximation of individual behaviour. In this way it is new
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agents who have less invested in a scene who are more likely to explore new 
taste areas, whilst agents with more invested are only likely to make small 
changes.
The final aspect to consider is how to model how involved agents want to get 
in the scene. From the data we know that within the Northern Soul scene 
there was a social hierarchy, and that some members were happy to be at the 
bottom of it whilst others were driven to be at the top. This was discussed in 
chapter 5 and most clearly demonstrated in the split between the Mecca 
where there was a competitive hierarchy and the Casino which was more 
about ‘celebrating the scene'. This requires estimating two factors, how much 
status each actor wants (which could be learned or innate), and how much 
status the actor gains from other spheres of its life. As these are both 
unknown it is assumed that the status the agents want from involvement in the 
music subcultures sphere is normally distributed. This is set as an agent’s 
status-need variable, which remains constant throughout the agent’s life. It is 
a randomly, normal distributed variable between 0 and 1, with a mean of 0.5.
It should be stressed at this point that this thesis is not arguing that actors are 
consciously choosing to adopt tastes to gain status and popularity. This would 
imply that these were fake tastes. It is arguing that the human mind works in 
such a way that placed within such an environment it will respond to the social 
and cultural stimuli in a way similar to that described. As such it is a 
hypothesis about how tastes might be formed at the subconscious level.
This section has discussed the formalisation process and the assumptions 
made to develop the model. In summary these are:
• Sound and taste can be represented on a linear interval scale, with 
distance measured between them.
• Liking for a record decreases with repetition.
• Agents gain knowledge and experience about a scene the more they 
participate in it, labelled as subcultural-capital.
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• As agents gain subcultural-capital their tastes become increasingly 
exclusive and the range of music that they like gets narrower.
• Agents want to associate with others of similar tastes.
• Agents want to associate with others of similar subcultural-capital.
• Agents will adjust their tastes away from those of individuals that they 
do not rate, and towards those of individuals that they do.
• This taste adjustment is limited by the agent's investment in 
subcultural-capital, so agents with low subcultural-capital will change 
their tastes more than those with high.
The next section describes the workings of the model and how these 
assumptions have been programmed into a social simulation.
Model Description
This section describes the agents, artefacts and their interactions specified in 
the Northern Soul Simulation. To recap each round of the model simulates a 
stylised week, divided into five stages: production and distribution, media, 
decision, clubbing and update. In the production and distribution phase, 
agents buy and find records. In the media phase, mass and niche media 
sources publish advertisements for that week’s club events and these are 
distributed to some agents. In the decision phase, agents decide if they are 
going to go out and where to. In the club phase, agents go to the clubs and 
experience the club nights, update their variables and decide whether to 
change their class. Figure 6.3 shows a Unified Modelling Language (UML)29 
class hierarchy diagram for the Northern Sim model and a sequence diagram 
of the main phases.
29 http://en.wikipedia.org/wiki/Unified_Modeling_Language
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Figure 6.3: Class hierarchy of objects and Sequence Diagram of round 
phases for Northern Sim.
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The first difficulty modelling this system is how it should be started? The target 
is the beginning of the Northern Soul scene, but at this point in time the 
population would have had a range of ages, tastes and levels of interest in 
different types of music. As the aim of this first simulation is to produce a 
‘history friendly’ reproduction of the rise and fall of the Northern Soul 
subculture, the model will be setup with no existing subcultures and a young 
population of agents. There are limitations in studying an individual subculture 
outside of its overall taste environment, as actors perceptions of other groups 
serve to help form the subculture. These limitations need to be acknowledged 
and artificially modelled where necessary. To do this the next model looks at
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the development of several subcultures, and the relationship between 
members of each as the subcultures develop.
The model is initialised with the creation of a number of agents, which is 
specified by the generation-parameter. These agents range in age from 16-20 
and start as tourists but, as the music scene develops and they become 
involved in it, they can change to clubber and DJ agent classes. The new 
agents have a uniformly distributed, randomly defined taste in sound-space 
and a subcultural-capital of 0. The model is initialised with a population of 
records to represent the unfound back catalogue of Northern Soul records, the 
amount is specified by the number-records parameter and the sound of each 
one is a uniformly distributed random number from 40 to 60, as this is the 
predefined Northern Soul sound. Five tourist agents are upgraded to clubbers 
to initialise the system, as without clubs to influence the tourists none will go 
on to become clubbers. These seed clubbers have tastes between 40 to 60 
and start collecting records from the first round of the simulation.
Distribution Phase
In this phase DJs and clubbers have a chance of finding new records from the 
back catalogue. These agents have a probability of finding a record based on 
their subcultural-capital. The chance of finding a record is related to an 
individual’s knowledge of records, labels and artists etc. and an element of 
luck. If an agent is successful it receives a randomly selected record from a 
subgroup of the back-catalogue, if there are any. This subgroup are records 
the agent does not own and which it likes, represented by being within its 
range-of-tastes. An agent is more likely to find a record closer to its taste the 
higher its subcultural-capital, but this is still limited to what records exist. The 
experience of finding a record increases the agent’s subcultural-capital and so 
increases its chance of finding further records, creating a positive feedback for 
finding records.
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As well as finding new records the sale of re-releases and bootlegs are 
modelled. Record sales are modelled as being published on demand, rather 
than as batches of records pressed and then sold (or not). Clubbers become 
aware of new records once they have heard a DJ play them and they can then 
request them in a record shop. Each week clubbers have a probability of 
buying a record which increases with their subcultural-capital. If they decide to 
buy a record they go to a record store and buy one that they have previously 
heard in a club and liked, but do not yet own. To imply aspects of record 
supply to shops this is a random selection from a subgroup of records within 
their taste range. Money is not directly modelled, instead it is assumed that 
agents have enough money to buy records and attend clubs and that their 
subcultural-capital defines how much money they want to spend on records 
and clubbing. This is supported in the literature where dedicated ‘Soulies’ 
would spend all their money on records and going clubbing, even at the 
expense of food.
The final aspect of distribution is how DJs get additional records, other than 
finds, as they do not go to other clubs and so cannot hear records there. In 
reality they would talk to other DJs/clubbers and so have information about 
other records and, once the scene became big enough, be members of record 
pools which supply them with new records. To model this simply, a global 
chart of number of sales of each record is created. The DJs then receive a 
percentage of the records in this chart, based on their subcultural-capital, so 
DJs with high subcultural-capital receive nearly all of the new records and 
ones with low subcultural-capital only a few. The records they receive are 
selected on their nearness to the DJ’s taste and their popularity, modelling 
that DJs are more likely to want records similar to their tastes, but are more 
likely to have heard of records which are popular.
Media Phase
The media phase provides agents with information about events that are 
running that week. There are two types of media in the model, niche and 
mass. Niche media represent specialist magazines, flyers and radio stations
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which the actor has to make a deliberate effort to receive. They contain 
information on which clubs are running events and report the DJs' taste 
scores as an indicator of what music they will play. Mass media represent 
coverage in the national press and on television which most people receive. 
As Chapters 3, 5 and 8 noted these were generally ‘hysteria’ articles giving 
negative coverage about drug use, but these also inadvertently served to 
advertise the events.
The niche media are various local mediums containing lists of events created 
by DJs. New DJs check the available niche media to see if they can advertise 
their event there. Suitable media must have enough space for a new advert 
and have similar content, calculated by testing if the mean of the taste of each 
current advert falls within the DJ’s range-of-tastes. If both of these are fulfilled, 
then the DJ advertises its event and current taste in that medium. If there are 
no suitable niche media then the DJ creates a new one with its advert in it and 
this becomes a new medium which future DJs can add to. This models the 
assumption that DJs are not going to advertise in a medium aimed at a 
completely different audience, but would rather advertise to a vaguely similar 
one than start a new one with no prior readership. Once a DJ has advertised 
in a niche medium it continues using the same one as long as its club is in 
business. In the Northern Soul model there is no size limit to the number of 
DJs who can advertise in a niche medium, as in the target world these adverts 
were all placed in one medium - the Blues and Soul magazine.
When clubbers (but not tourists) attend a club they become a subscriber to 
the niche medium that club advertises in and will receive information on all the 
clubs advertising in it each round. This represents the agent taking an active 
interest in the scene and the clubs’ attempts to gain lists of clubbers for 
promotion and other informal listings. Additionally clubbers and tourists have a 
small probability to receive information from a random niche medium which 
increases the more similar the agent’s tastes are to the medium’s mean taste. 
This represents the random targeting of agents perceived to have similar 
tastes and friends spreading the recommendation by word of mouth to other 
like minded friends. This chance increases the higher the tourist’s status-need
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variable, which represents their desire for status outside of their current 
lifestyle, and hence their desire to get involved with a music scene. DJs 
starting new clubs publicise them with a ‘launch party’ inviting agents with 
similar tastes. This is modelled by randomly selecting up to 1030 agents 
whose tastes are within the DJ’s range-of-tastes and providing them with 
information about the night.
The mass-media method models the sensationalised accounts in the mass 
media which tell everybody about the existence of the reported clubs and new 
tastes. The effect of mass media coverage is to inform a proportion of the 
population of these events and to increase each agent’s chance of going to 
them, to represent the interest created. The mass media reports on a scene if 
it is large enough to attract the journalist’s interest, has been running long 
enough, has developed an identifiable style and the attendees are enjoying 
themselves. To model this the following conditions have to be met for the 
mass media to report on a scene. To model journalists’ interest the size of the 
scene must exceed the mass-media parameter. The size of the scene is 
measured as the total attendance of clubs where the DJ’s tastes are within the 
basic range-of-tastes of each other, expressed as a percentage of the total 
population. Clubs have to have run for at least 5 nights before the mass media 
will report on them. The crowd’s mean subcultural-capital has to exceed the 
media-subcultural-capital-trigger parameter before the mass media reports on 
it. This represents the scene having an identifiable style and is set at 0.5 in the 
Northern Soul model. Finally the crowd’s mean enjoyment has to exceed the 
enjoyment trigger, set at 0.7 in the Northern Soul model, as the media are 
only interested in events where people are having a very good or a very bad 
time. Once triggered the mass media reports on all clubs that advertise in the 
same niche media as the club that triggered it. It keeps reporting on the scene 
for 20 rounds, to represent the ongoing coverage, and then returns to a state 
when it can be triggered again.
30 This number being in relation to the scale of the model discussed in the next chapter.
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Decision Phase
Agents first decide if they want to go clubbing that week and then use the 
information available to them to produce an ordered shortlist of clubs they 
want to go to. They then try to attend each club on their shortlist in turn until 
they gain admittance or have tried each club. In the basic model the clubs 
choose attendees on a first come, first served policy, limited by their size, but 
further research could experiment with additional doorkeeper strategies. As 
the model is of an abstract urban space it is not improbable that agents would 
travel to several clubs before they find one to attend and this is the same as 
accounts of looking for a club in the data. DJs record the number of agents 
they turn away as an indicator of their potential audience.
Agents have a probability to go clubbing based on their desire-to-go-out 
variable, which ranges between 0 and 1. This variable is initialised as half of 
their status-need variable and fluctuates over time in response to experience, 
mass-media articles and ageing. A positive clubbing experience increases 
the agent’s desire-to-go-out and means it is keen to do it again, whilst a 
negative one reduces it and means it is not. Mass media coverage stimulates 
agents’ desire-to-go-out tor that round. An agent’s desire-to-go-out decreases 
if it wants to go out, but there are no clubs available to it and it decreases over 
time at a rate of 0.0001 per round. This represents how as agents age and 
have other responsibilities they are less likely to go out clubbing. Once an 
agent’s desire-to-go-out reaches 0 they are removed from the system. In this 
way the agents’ enjoyment and involvement in the scene relates to how long 
they will be part of it and remain in the system. To model how unrelated life 
factors may also cause an agent to leave the scene four randomly selected 
agents are removed each modelled year.
Agents who decide to go out assess each club they have current media 
information on and create a shortlist of clubs to try to attend. The list is first 
filtered by determining if the club’s taste (as represented by the advertised 
DJ’s taste score) is within the agent’s range-of-tastes. Then agents calculate 
an assessment score for each club in this range, based on the closeness to its
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tastes and any prior experience of the club. These scores are sorted in order 
of preference and the agent will try to go to each until it gains admission, or 
has tried 5 clubs.
Club Phase
At the club night the DJ plays records and the attendees hear the music 
played, mingle with the crowd and experience the club’s atmosphere. First 
DJs select records from their collection to play at the event. They sort their 
record collection based on the current value they place on each record and 
select the top 10 records from this list, a number chosen arbitrarily to reflect 
the length of a scaled down playlist. To model the clubbing experience agents 
calculate an enjoyment score for the club based on their assessment of the 
music and the crowd. This assessment is used to influence the agent’s taste, 
adjust their subcultural-capital and as a rating for future decisions about 
whether to attend the club. Agents evaluate the music on the closeness of the 
sound of each record played to their current tastes. They assess the crowd by 
their relationship to a sample of attendees, in terms of taste and subcultural- 
capital. The music-to-crowd parameter is used to adjust the balance between 
the importance of the music and the crowd io the assessor, and is set at 0.5 in 
these models. This equation is shown in figure 6.4. This calculation gives 
each agent’s assessment of the club night.
Figure 6.4: Equation to calculate Club Assessment
, (Music to crowd * Music) + ((l -  Music to crowd)* Crowd)
Club Assessment = -------------------------------- -—----------------------------------------  -
2
Music
The different breeds of agent assess the music slightly differently, 
representing their different levels of expertise. Tourists have no range-of- 
tastes so they assess sounds from all of the sound-space. They assess each
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record on the distance of its sound to the agent’s taste and the music is the 
mean of all these distances. The taste distance calculation is made each 
round so as agents’ tastes change they reassess their liking for a song. Figure 
6.5 shows the equation for how tourists assess the music for a club, where n 
are the records on the playlist.
Figure 6.5: Equation to calculate a tourist’s assessment of the club’s music.
I
n
Tourist's Music = —
Clubbers have more specific tastes: they only like records within their range- 
of-tastes and get bored of records they have heard too many times. Sounds 
that fall within a clubber’s range-of-tastes are rated from 1, the same taste, to 
0 at the edge of the agent’s range-of-tastes, with all sounds outside of this 
range rated at 0. This taste assessment score is multiplied by the times- 
heard-weight to model how repeated hearing decreases liking for a track 
through familiarity, creating the DJ’s need to keep supplying new tracks to the 
dancefloor. This is modelled very simply where repeated listening decreases 
liking until a stable point31. This is adjusted by the speed-of-decline (S-D) 
parameter which adjusts the angle, and hence number of hearings, which 
decrease liking for a track and the bottom-decline (B-D) parameter which sets 
the lowest level of liking that repeated listening can reduce the enjoyment of a 
record to. In these models S-D is set to 0.025 and B-D to zero. Figure 6.6 
shows some examples of how this works and figure 6.7 shows the full 
equation for calculating a clubber’s music assessment.
31 Although the literature suggests that there may be some recovery from this decay over 
time, if records are not heard for a while, this is not modelled in this version.
Sound^ Space _ |^gent»s Taste - Record's Sound n| 
Sound - Space
n
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Figure 6.6 Examples of how repetition reduces value
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Figure 6.7: Equation to calculate clubber’s assessment of the club’s music.
I
"lubber's Music =
( /
Times heard weightn max (
V v
Range of tastes - 1Agent's Taste - Record's Sound n| 
Range of tastes
It is assumed that the commercial pressures of running a club makes the DJs 
priority to please the crowd; therefore they assess the music according to the 
crowd’s reaction to it. This represents the dancefloor feedback discussed in 
the previous chapter and means that DJs rely on the crowd to tell them when 
they are bored of a record, rather than their own perception. DJs maintain a 
record-value for each record they own, which is used to choose which records 
to play. When clubbers become DJs they set the value for each record they 
own to the inverse distance between its sound and their tastes. This record- 
value is then adjusted in response to the crowd’s feedback. The value for 
each record is adjusted by the mean value that the crowd puts on it (the DJ 
would have this information as he could observe the response of the dancers
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on the dancefloor to each record). This is adjusted by the size of the crowd, so 
the larger the crowd the stronger the influence on the value placed on the 
record. This calculation is shown in figure 6.8 below.
Figure 6.8: Value DJ places on each record played
( r
Value -  recordt + 1 = Value -  recordt +
^  Crowd's assessment
-0.5
x x
attendance 
club -  size
Vv
Crowd
Agents assess each other on how similar they are in taste and subcultural- 
capital. To assess this relationship clubbers require detailed information, in 
the target system these are indicated by signals such as clothing and 
behaviour as well as more readily by talking about tastes and experiences. As 
this information requires more effort to get and analyse it is only available for a 
subgroup of the crowd which the actor interacts with. To model this each 
agent samples n random attendees (excluding the DJ) to represent the other 
attendees it interacts with, n being the maximum number of attendees 
sampled specified by the crowd-sample parameter. This parameter is used to 
explore the effects of limiting clubber’s knowledge of the event to what they 
could experience.
Agent’s only assess their social position against those they regard as being 
‘in’ their scene and do not rate ‘outsiders’. For tourists this is agents of all 
tastes and for clubbers this is agents within their range-of-tastes, agents 
outside of this range are scored as 0, the lowest score. Similarly agents only 
assess others within their range-of-subcultural-capital, as others outside of 
this are seen as too cool or un-cool. Agents compare the difference in 
subcultural-capital of agent’s within these ranges and score them from 1, 
exactly the same to 0, at the edge of the range, this is shown in figure 6.9 
below.
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Figure 6.9: Equation used to calculate agent’s assessment of the crowd
Crowd
Z max 0,
v
Range of SCC - |SCC - SCC n|^ | 
Range of SCC
+ max
Range of tastes - [Taste - Tasten 
Range of tastes / /y
Agent's Range of SCC = (1.1- SCC) * Range of SCC 
Agent's Range of taste = (1.1- SCC) * Range of taste
As outlined above this score is combined with each agent’s music score to 
give the club assessment. The club assessment score is stored in the agent’s 
memory and is used for future decisions about whether to attend the club 
again. If it is the agent’s, clubber or tourist, first time at the club then the club 
is added to its list of clubs attended and rated as this event assessment score. 
If the agent has been before it adds the old and new assessment scores 
together and divides them by two, this gives a mean weighted towards recent 
experience, giving primacy to recent memories.
Updates Phase
Each agent’s assessment of the club is used to reassess its class and update 
it subcultural-capital and taste variables. This score is dichotomised at 0.5, 
with scores above indicating increasing enjoyment and scores below 
indicating increasing dislike. Tourists who like the club have a chance of 
becoming a clubber, this is based on the amount they like the club from a 50% 
chance at 0.5 level of liking to 100% at 1. New clubbers set their subcultural- 
capital level as their status-need divided by 4, as their status-need represents 
how much they will invest in getting involved in the scene.
Clubbers, including new ones, adjust their tastes depending on their separate 
assessments of the music and the crowd. The effect of these calculations on 
an agent’s taste is summarized in figure 6.10 below. Clubbers who like the
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music and the crowd have their tastes reinforced so they remain the same. 
Agent’s who like the crowd, but dislike the music, are influenced by the crowd 
to like the music and so their tastes change towards the mean tastes of the 
crowd. Agents who dislike the crowd distinguish themselves from it, by 
changing their tastes away from the mean tastes of the crowd.
Figure 6.10: Table showing crowd influences on an agent’s taste.
Social Status
Like Dislike
Music Like Reinforce Distinction
Dislike Influence Distinction
Agents imitating the crowd move their tastes towards the mean tastes of the 
crowd, up to the amount they like the crowd, this is 2 * (0.5 -  crowd). Agents 
distinguishing themselves move their tastes away from the crowd’s mean 
tastes, up to the level they dislike their crowd position, (again this is 2* (0.5 -  
crowd)). If the adjustment is for more than the agent’s range-of-tastes then it 
is reduce to the edge of this range, because, as discussed before, agents are 
limited in the amount they can change their tastes by their investments in 
them.
Clubbers gain subcultural-capital for attending events, with all attendees 
receiving the same amount, but tourists don’t gain any until they become 
clubbers. The amount of subcultural-capital gained is set using the 
subcultural-capital-gain parameter. This starts at 0.003, meaning that an 
agent needs to attend over three hundred club nights before it approaches the 
maximum subcultural-capital (although subcultural-capital is also gained for 
record finds). DJs gain slightly more subcultural-capital, as they play the 
records, and gain 10% more of the subcultural-capital-gain parameter than 
clubbers. Agents who change their tastes lose subcultural-capital as others 
would see them as less committed and their knowledge and experience 
becomes less relevant to the new taste area. Any change in tastes reduces a
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clubber’s subcultural-capital proportionally, with taste change /100 giving 
subcultural-capital reduction, to equate the scales.
Clubbers hear and remember each record played and if they have heard it 
before they increase the number-of-times-heard by one. Clubbers and new 
clubbers subscribe to the niche media list that the club is on. Finally agents 
update their desire-to-go-out variable, this is increased or decreased by their 
club assessment figure, depending if it was over 0.5 or not, this is shown in 
equation 6.11 below.
Figure 6.11: Adjusting agent’s desire-to-go out from club experience
Desire to go outt + 1 = Desire to go outt + (Club -  assessment-0.5)
Clubbers can decide to start a club of their own and become a DJ. Three 
factors affect this decision; if they have enough records, how good they think 
their record collection is and their desire to get involved with the scene, as 
indicated by their status-need variable. If there are no active clubs within their 
range-of-tastes then they have a probability of becoming a DJ based on their 
status-need variable, multiplied by the value that they place on their playlist. If 
there are active clubs then agents who have attended at least one of these 
and like the music and crowd have a chance of becoming a DJ. This means 
that only clubbers who are enjoying the scene will want to become a DJ in it. 
Clubbers calculate the mean value for their potential playlist, based on their 
current tastes. The chance of becoming a DJ increases the higher the value 
the agent puts on its playlist and the higher its status-need. So agents are 
more likely to become DJs the higher their status-need and the better they 
think their records are.
Clubs shut when they are no longer financially viable. DJs record the 
attendance of their last 5 events and, once 5 nights have been held, if the 
mean of this falls below a minimum percent of the club-size, which is set to 
20% in the basic model, the club shuts and they become clubbers again. DJs
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whose club shuts lose some of their status-need (a random 0 -  0.5), to 
represent the humbling aspects of failure. This reduces its chance of trying to 
open future clubs, but does not prevent it. This allows the possible simulation 
of entrepreneur types who keep trying to launch clubs (high status-need and 
low random reduction) as well as the more common try once and give up 
approach.
DJs choose their club size from one of the three possible club sizes which are 
specified when the model is initiated; these are 10, 20 and 50 in the basic 
model. New DJs set their club size as the smallest club size. Ongoing DJs can 
increase their club size to one of the global sizes that their mean potential- 
attendance exceeds, that is agents who were turned away because the club 
was full. This specification assumes that all DJs are basically money driven 
and want to play to the largest possible audience, rather than keeping a small 
intimate club. DJs cannot move down in club size, but can close the club and 
then reopen a smaller venue later.
This chapter has presented the workings of the Northern Soul model, which is 
also the basis for the House music model. The next chapter gives the specific 
parameter setting for the Northern Soul simulation and looks at the dynamics 
of the artificial world that it creates.
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Chapter 7 Northern Soul Simulation Results
This chapter presents the results of the Northern Soul simulation and 
examines whether the model developed can successfully explain the 
dynamics of the target system. The chapter begins by describing the model’s 
final parameter settings and the assumptions made to model the Northern 
Soul scene. Then it presents a summary of the macro level patterns of 
attendance in the target system that the simulation aims to model. The 
simulation results are then described. This starts by looking at the different 
types of histories produced by several runs and selecting the run most similar 
to the target history. The macro level features of this run and the target are 
then compared and the discussion concludes that the simulation models the 
main features of the target scene. Then the underlying micro level dynamics 
of the simulation are presented and compared to a set of ‘stylised facts’ 
derived from the historical analysis presented in the previous chapters.
Simulation: Model Setup and Assumptions
This section discusses the assumptions made to enable the development of 
this model and the initial parameter settings. These assumptions limit the 
scope of the model, focusing on the aspects that have been identified as 
relevant, and keep it as simple and understandable as possible. The main 
target variables are the number of agents and the number of records, the data 
on these is based on estimates and so the simulation does not aim to recreate 
these, as they may be incorrect, instead it aims to recreate the patterns of the 
scene’s history. The number of Northern Soul records in existence is 
unknown, and subject to interpretation about what fits this category. This 
model uses the estimate of 150,000, which was made by a collector and 
quoted in chapter 6. Whilst there is limited data on the number of attendees of 
events it is impossible to know the size of the pool of potential attendees that 
these came from, technically it was possible for any current inhabitant of the 
UK, of any age, to go to events! In the model the agents are limited to 
represent the current young generation who may get involved in the scene.
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The model uses an estimate of 50,000 which is based on membership of the 
clubs (rather than attendances).
The settings of the simulation aim to produce a scaled down model of the 
target. The scale is decreased as it would take too much computing power to 
run the simulation with 150,000 individually specified records and 50,000 
agents, each running a complex list of tasks and producing vast amounts of 
data. Experiments with the prototype simulation found that the results do not 
differ significantly with different numbers of agents and records, and that it is 
the ratio between them that is important. The simulation is initialised as a 
1/500th scale model of the target, this is summarised in table 7.1. A population 
of 100 tourist agents are created to represents the general population of 
young people who can potentially get involved in the scene. These have a 
uniformly randomly distributed taste between 0 and 100. Five of these are 
made into ‘seed’ clubber agents, a group of agents who have discovered 
some Northern Soul records and are interested in collecting more. In this 
model other music genres are not considered and all of the records are 
considered to fall within the Northern Soul genre. A population of 300 records 
is created when the model is initialised, these have a uniformly randomly 
distributed sound from 40 to 60 which are set in the overall possible sound 
space of 0 to 100.
Table 7.1: Initial parameter settings for the Northern Soul Simulation
Parameter Settings Target Model
Agents 50,000 100
Number of individual
records
150,000 300
To recap the main feature of the simulation as it is run, tourists can attend 
events after either being invited to a club night through word of mouth, or by 
reading about events in the mass media. How positively a tourist assesses the 
club nights affects whether it goes on to become a clubber agent. Clubber 
agents can become DJs, if they have enough records and assess the
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environment as suitable to launch a new club. The timing of events follows the 
sequential order outlined in table 7.2 below, based on a stylised overview of a 
fan’s week.
Table 7.2: Order of events in the Northern Soul scene’s week
Mon - Fri Sat Sun
Find records Go to club Launch/close clubs
Advertise clubs Hear records Leave/enter scene
Decide which 
club to attend
One of the main assumptions of the model is that money is not directly 
modelled, instead its use is implied where relevant. For example clubs do not 
gain money from attendances, but clubs with no attendance go out of 
business. Agents act as if they are motivated by the overlapping goals of 
wanting money and subcultural capital, this is represented by their desire to 
become DJs and hold successful club nights. It is assumed that all the agents 
have enough money to cover the expenses of buying records and attending 
clubs.
DJs can choose their club’s size depending on their assessment of their 
potential attendance. This is from the globally defined club sizes of 10, 20 and 
40, these represent the small, medium and large club sizes which were used 
in the target scene. Some of the Northern Soul clubs had several different DJs 
playing throughout a night, but, to enable the clear analysis of the relationship 
between a DJ and their popularity, only one DJ per club is modelled. The 
model assumes that all clubs are run by their DJ, therefore DJs cannot be 
sacked for poor performance, they just go out of business. In this model clubs 
have to maintain a mean attendance of 30% of their club size to remain open, 
this represents the minimum income a club needs to remain financially viable.
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The geographical location of the venues and the clubbers are not 
incorporated in the model. It is assumed that all the clubs are within travelling 
distance of the agents and that there is no preference regarding distance. This 
takes into account the conclusions reached in Chapter 5, where the 
quantitative data shows that all successful clubs were within travelling 
distance of a dense urban area. This means the research can focus on taste 
issues and DJs' popularity can be considered solely in terms of the records 
they play. The Northern Soul clubs opened in the various timeslots of all-day, 
all-night and evening. These timeslots will not be modelled, as it is assumed 
that the clubber’s decision of which club to go to in each time-slot is effectively 
the same as their decision of which club to go to each round.
The model contains two levels of media communication: mass and niche. 
Niche media represents magazines, local fanzines, and word of mouth. In this 
model there is one niche magazine in which all the clubs place their adverts, 
this represents the nationally available Blues and Soul magazine. The mass 
media represents the tabloids and television which most people would have 
access to. In the model when the mass media reports on the scene tourist 
agents have an 80% chance of hearing them and a 80% chance of being 
stimulated by the article into wanting to attend a club. The word of mouth 
parameter, which models how many agents are invited to the clubs by friends 
is set at a low three, to represent the selective, underground nature of the 
scene. This means that each round up to three new agents who meet the 
criteria are invited to the club.
This section outlined the final parameter settings and assumptions for the 
Northern Soul simulation. Running the model with these settings aims to 
reproduce the history of the target scene over its history, at the macro level of 
total weekly club attendances and at the micro level of individual experience. 
The next section presents the target’s macro level club attendance figures and 
discusses how best to compare these two systems.
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Target Scene Macro Overview
The validation process uses the same data that was used to develop the 
model, however the organisation of the data required to validate the model is 
different to the organisation of the data used to build the model. The aim of 
the Northern Soul analysis was to analyse the data in such a way as to be 
able to provide information about what aspects should be included in the 
model and how they should work. This meant that the process was one of 
identifying the actors and objects which make up this system and the 
interactions between them. To do this the analysis was broken down into the 
identification of these parts and discussing each aspect over the whole of the 
history to give more information about behaviour. The validation process looks 
at the similarities and differences between the model and target over periods 
of time. To do this it is easier to focus on smaller periods of the history and 
compare all the macro and micro features. To enable this approach the 
analysis of the history of the development of the Northern Soul subculture has 
been broken into four phases. These have been labelled as gestation, growth, 
spurt and decline, labelling after the macro level features of the subculture, 
and are shown in figure 7.1 below.
The main macro level measure is attendance of the Northern Soul clubs. An 
estimate of the average weekly attendance at the main clubs of the Northern 
Soul scene is shown again in figure 7.1. This is based on the available data 
on maximum club attendance and qualitative accounts of how full the clubs 
were at different periods. This does not include the number of, or attendance 
at, any peripheral clubs, as this data is unknown, however it gives the best 
available description of the known expansion of the scene.
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Figure 7.1: Estimated attendance of central clubs across the scene’s history.
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These attendance figures describe the history of the Northern Soul scene.
The gestation phase ran from 1964 to 1971 when the Twisted Wheel was the 
main club, over this period the attendance increased to capacity and remained 
at this level throughout. The growth phase lasted from 1972 until 1973 and 
was marked by the Twisted Wheel shutting and the scene moving to larger 
clubs at the Golden Torch and the Wigan Casino, with the attendance 
doubling in this period. The spurt phase lasted from 1974 to 1981 and was the 
period when the largest clubs were open and the scene gained mass media 
coverage from Billboard magazine and Top of the Pops. In this phase the 
attendance level increased rapidly to 4,000 and then briefly further to 5,000. 
The decline phase lasted from 1982 to 1986 and the scene’s popularity 
declined with the large central clubs shutting or stopping being specialist 
Northern Soul clubs. The simulation aims to replicate these phases and the 
differences in attendance levels between them.
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Histories Overview and Macro Results
The easiest way to describe the macro level history of the simulations is to 
look at the total club attendance figures and compare it to those given above. 
This is simple in the Northern Soul model as all clubs are considered to be in 
the same subculture, though it should be remembered that the simulation’s 
figures include the peripheral clubs and the actual weekly attendance figures 
for these clubs, rather than approximations made about the target. The aim of 
the simulation is to model the general features of these subculture’s 
development rather than faithfully recreate the same numbers.
Reporting and analysing the behaviour of a complex simulation is a difficult 
task which involves analysing a large amount of data and presenting it in a 
comprehensible format. To ease comprehension a descriptive summary of the 
system’s behaviour is presented before a quantitative analysis of these 
behaviours. Not only is it difficult to report the behaviour of a complex 
simulation with many variables, the different histories produced by the 
simulation over several runs have to be considered, because, as discussed in 
the methodology chapter, various historical paths may be simulated. To do 
this one hundred runs of the simulation were carried out and the macro level 
results looked at to gain insights into the general running of the simulation. 
From this a set of 10 runs was randomly chosen and these are overviewed 
and then the events of an individual run described. Each run of the simulation 
lasted for 500 rounds as observation found that the main events occurred 
within this period. Figure 7.2 shows the total club attendances by rounds for 
10 runs (For clarity these only show the first 250 rounds, as little happens in 
the last 250).
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Figure 7.2: Total club attendances from 10 runs over 250 rounds.
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T h e  s im u la tio n  runs p ro d u ced  tw o  typ e s  o f history: u n d e rg ro u n d  (ru ns  4  an d  
7 ) a n d  m a in s tre a m  (th e  rest). In th e  u n d erg ro u n d  h is to ry  th e  s c e n e  d o e s n ’t 
g ro w  la rg e  e n o u g h  to  re ac h  th e  m a in s tre a m . In th e s e  runs th e  s c e n e  g ro w s  in 
n u m b e r o f a tte n d e e s  an d  clubs, this re a c h e s  a p e a k , a fte r  w h ich  no n e w  
m e m b e rs  jo in  th e  s c e n e . T h e  existing  m e m b e rs  g ra d u a lly  le a v e , a s  th e y  tire  o f  
th e  m u s ic , until e v e n tu a lly  th e  last c lub  c lo se s  a n d  th e  s c e n e  d ies . In th e  
m a in s tre a m  h is to ry  th e  s c e n e  g row s until th e  m a s s  m e d ia  rep o rts  on it, th is  
c a u s e s  a  la rg e  in c re a s e  in th e  n u m b e r o f a tte n d a n c e s . O n c e  th e  m a ss  m e d ia  
stops  rep ortin g  th e re  is a s h arp  d ec lin e  in a tte n d a n c e  a n d  m o st c lubs  c lo se , 
leav in g  a  sm all but s ta b le  s c e n e  w h ich  co n tin u es  as  th e  u n d erg ro u n d  history; 
w ith no n e w  m e m b e rs  an d  th e  ex isting  o n e s  s lo w ly  le av in g  until e v e n tu a lly  th e  
last c lub  c lo ses . T h is  h is tory  b ro ad ly  c o rres p o n d  to th e  ta rg e t h is to ry  o f th e
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Run
scene given above. Looking across 100 runs 76% of these were mainstream 
and 24% were underground.
The purpose of running the simulation many times is to see the possible 
histories that it produces. To validate the model the results that most resemble 
the target system can then be analysed and the reasons behind these results 
are then applicable to all similar histories. Run 8 was chosen as a good 
example of one of the mainstream runs which resembles the target system 
and the similarities and differences between these two histories are discussed 
in detail. Overall the pattern of attendance between the two histories follows a 
qualitatively similar pattern and the four stages identified in the target history 
can be applied to the simulation. The main difference is that the gestation 
phase is shorter than in the target. Figure 7.3 below shows summary 
information describing the history of run 8. This shows four aspects of the 
simulation, the total attendance of clubs, which is comparable to the target 
attendance shown earlier. Also shown is the number of clubber agents, which 
shows the scene size, the number of DJs which are also clubs and when the 
mass media report on the scene.
195
Figure 7.3: Macro level overview from first 200 rounds of run 8.
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In the gestation phase the attendance of the original club quickly grows to 
maximum and the number of clubbers in the scene continues to rise until the 
growth phase. One new club opens in this period which creates a peak in 
attendance, but this fails to attract enough audience and closes shortly after. 
In the growth phase the number of clubs increases as clubs open and close, 
this has the effect of increasing attendance as there are enough clubs for all 
of the scene’s clubbers to attend each week. In this stage the attendance is 
now higher than the number of clubbers, as the increased overall club 
capacity means that all interested clubbers and tourists gain entry into a club, 
although this also means that the scene members are spread across a range 
of clubs.
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In the spurt phase the mass media reports on the scene which creates an 
influx of tourists into the clubs. This dramatically increases the attendance of 
the clubs and the number and size (not shown) of the clubs. This has the 
initial effect of increasing the size of the scene, as some tourists are drawn 
into it, but over the phase this declines as original members leave because of 
their dislike for the tourists. In the decline phase the attendance and number 
of clubs drop rapidly as the mass media stop reporting on the scene and so 
stop drawing new tourists in. The attendance and number of clubs falls to less 
than when the mass media reporting started. There is one small club and 
several attempts to start additional clubs fail. The attendance of this club 
declines overtime and no new clubs successfully open, as shown in figure 7.4 
below.
Figure 7.4: Macro level overview from last 300 rounds of run 3.
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This section has shown that the simulation successfully models the macro 
level features of the target system. The next section looks at the micro 
dynamics of each phase in more detail and compares it to a summary of 
stylised facts derived from the analysis presented in Chapter 5.
Micro Results 
Gestation
In the gestation stage of the Northern Soul subculture there was one club, the 
Twisted Wheel which was open for 9 years. Over this period the Northern 
Soul sound was defined from the range of Soul records to the specific 
Northern Soul sound. The popularity of the scene grew over this period and 
the crowd consisted of those of similar ages, taste and experiences in the 
scene. In the simulation one club opens in round 40 and its attendance rises 
to capacity over 20 rounds (these attendance figures include the DJ). A 
second club tries to open about round 80, but fails to attract enough 
attendance for its club size and so closes.
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Figure 7.5: Attendance of active clubs in the gestation phase
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The seed of Northern Soul clubbers start collecting records until one has 
enough records similar to its own taste that it opens a club. The new club 
attracts seed clubber and tourist agents of broadly similar tastes. These 
attendees enjoy the club at a high level, this enjoyment is made up of their 
assessment of the crowd and the music. They enjoy the crowd at a fairly high 
level because it is made up of agents of fairly similar tastes and subcultural 
capital level and they have a lower, but positive enjoyment of the music 
because it is within their range of tastes, particularly the tourist agents who 
have a wide range of tastes. This creates two positive feedback processes, 
the more agents enjoy the club the more influenced by its tastes they are and 
so the more they enjoy it in future. Similarly the more they enjoy the club the 
more likely they are to go again as their desire-to-go-out variable increases, 
and hence be further influenced into going again. The low subcultural capital
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difference between members is maintained as they all become involved in the 
scene and hence gain similar amounts of subcultural capital from being 
involved in it. In this way a scene is created from agents with broadly similar 
tastes and subcultural capital levels to a group with the same tastes and a 
high desire-to-go-out. Because the subcultural capital levels of the clubbers is 
low, new tourists joining the club still rate the crowd highly and the crowd 
rating of existing clubbers is not decreased much by their presence.
Figure 7.6 shows the mean scores of clubbers attending DJ 1’s club in the 
gestation phase. The clubber’s desire-to-go-out variable rapidly increases 
over this period as a scene of regular attendees is created from occasional 
visits. The clubbers’ assessment of the crowd initially increases as agents 
become more similar in taste to each other, and hence view each other more 
favourably. This reaches a high peak and then very slowly declines as more 
tourists with lower subcultural capital attend the club. The crowds’ assessment 
of the music is initially high as the crowd is mainly tourists who have a wide 
taste in music. This gradually falls as the crowd becomes made up of clubbers 
with more demanding tastes, and continues to decline as the clubbers start to 
hear the same records played repeatedly. As the DJ’s subcultural capital 
increases, it gets better at finding new records for its playlist and so the 
clubbers’ assessment of the music starts to climb again.
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Figure 7.6: The mean values for attendee’s assessment of the crowd and 
music, and their desire-to-go-out variable for DJ 1.
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The simulation recreated the main features of the target in the gestation 
phase and provides an explanation for the scene’s expansion. The main 
features being the creation of a scene with members of similar tastes 
attending a central club regularly, this process is labelled ‘subculturalisation’. 
In the target scene the gestation period is longer than in the simulation, there 
are two reasons for this. Firstly the literature reports that the Wheel’s capacity 
was often exceeded (which it is not in simulation) and so the potential 
attendance for new clubs would have taken longer to grow, as the extra 
capacity at the Wheel meant more clubbers could attend their preferred club. 
Secondly the simulation was started with a seed group of fans with similar 
tastes to enable the first clubs to get up and running. In the target these seed 
clubbers emerged from a group of regular attendees of the Twisted Wheel. 
This was encouraged by the Wheel’s open DJ policy, where clubbers would
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bring in records to play, rather than rely on the DJ’s limited collection. This is 
also similar to the House music scene where before the clubs, several regular, 
but informal, parties are reported which served the purpose of creating the 
regular core members required to support the first club. This earlier 
development was not included in the model and would have extended the 
gestation phase.
Growth
In the growth phase of Northern Soul the core scene moved to a larger club, 
the Golden Torch and many smaller, peripheral clubs were started, most of 
which had a short life. The number of record finds increase and many of the 
best Northern records were found in this period. The number of participants in 
the scene appears to continue to grow as new members are attracted to the 
new clubs and growing scene. The participants of the scene generally recall 
this and the previous phase as the best periods of the scene’s history.
In the simulation many new clubs open during this period, 2 have fairly long 
opening periods of over 30 rounds and 5 open and shut after the shortest 
period possible, 5 rounds. This is a period of reorganisation as the new DJs 
try to meet the demand of the larger scene size and provide enough club 
capacity so all the scenes clubbers can attend events every week. This is 
achieved by many clubbers spotting the demand and trying to meet it by 
opening clubs, but only a few of these attracting enough clubbers to become 
core clubs. As well as new clubs the size of the scene’s potential attendance 
is increased by larger clubs opening. The second successful new club which 
opens, run by DJ 63, has a larger capacity of 20. In the model design it was 
assumed that it was easier for a new club to open at a larger size premises 
than existing clubs, than it is for an existing club to relocate to larger premises, 
although both contingencies were allowed for.
202
Figure 7.7: Attendance of active clubs in the growth phase
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Clubbers prefer to go to clubs they have rated highly in the past and so the 
initial club is their first choice. However, once capacity is reached, the 
doormen turn away clubbers and so many have to move on to their second 
choice. If there are lots of other clubs in the environment then this crowd is 
split over several clubs, reducing all the clubs chance of surviving. Whilst if 
there is one club it attracts a higher attendance and so is more likely to 
survive. The type of initial crowd the club attracts is also important, if they are 
mainly tourists then they are similar to gestation clubs, where there is a period 
of member’s tastes becoming similar and their desire-to-go-out increasing. 
Without the seed clubbers the chance of these new attendees going every 
week, and hence creating enough attendance for the club to exist, is low. If 
they manage to attract existing clubbers and these enjoy the club then they 
already have a higher desire-to-go-out, so the chance of them returning is 
higher and hence the club will achieve enough attendance to survive. The
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most successful second wave clubs are those where the DJ is the first to 
identify there is enough potential audience to support another club and 
manages to open before other DJs.
Whilst most of the small clubs do not succeed they have two effects on the 
scene. They stimulate the interest of some tourists and start the process of 
influencing their tastes and increasing their desire-to-go-out and hence 
increase the scene size. They also introduce them to the niche media which 
gives them information on other clubs and so allows them to progress into the 
scene. This effect of peripheral clubs bringing new members into the scene 
was reported in the literature.
This phase is labelled as growth because of the rise in club attendance, but 
the simulation shows that the increase in the scene size is small and that it is 
only the attendance levels that increase. The number of new joiners 
decreases over time as the core members’ subcultural capital increases 
relative to any potential new joiners. As this gap widens the chance of 
potential new members enjoying the scene decreases and so the scene size 
becomes stable. The increasing difference in the subcultural capital levels of 
club attendees also causes a few of the original members, with higher 
subcultural capital, to leave the scene. The larger differences in subcultural 
capital values mean they start to give the crowd a lower assessment and so 
enjoy the scene less. This effect is much stronger if they are not able to attend 
the central club, but go to a new club where more of the crowd is made up of 
tourists. The decrease in crowd assessment means agent’s desire-to-go-out 
decreases and they start to change their tastes away from that of the current 
scene, and start the process of leaving it.
The enjoyment of the music by the crowd in this phase increases. This is for 
two reasons, the DJ’s subcultural capital is increasing from experience and so 
they find more records of the required sound and so can produce a better 
playlist. The second reason is that the new clubs have the effect of bringing 
more records into the system. The new clubbers had been collecting records 
from the back catalogue and so have a high chance of having some rare finds
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of the right sound on their playlist. These records then become known and 
become available to all DJs to buy, in this way even the shortest lived club 
can influence the scene. In the target system as well as new finds being 
played at new clubs, they would also come from friends and less formal routes 
of discovering information about new record finds (and according to the 
literature more devious).
This can be seen in the sources of each DJs' playlist as shown in figures 8.9a 
and b. Records are either found in the back catalogue, bought from the 
general chart or the specialist DJ chart. The original DJ, number 1, 
increasingly relies on records it has gained from the DJ chart, that is those 
played in other clubs first. The new DJ, number 63, starts by playing records 
from its pre-DJ collection that it either found or bought after hearing it at a 
club. Gradually it starts playing records it has gained from the DJs’ chart, as 
this is the best place for it to find records of the right taste that its particular 
crowd has not heard before.
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Figure 7.9a: Sources of records on DJ 63’s playlist.
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Figure 7.9b: Sources of records on DJ 1’s playlist
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The growth phase of a scene is important to its future as the scene 
reorganises to adjust to the increasing number of agents wanting to attend the 
clubs. If it tries to expand too quickly, and too many new clubs are opened, 
then the core members become split over many clubs and everyone’s 
enjoyment of the scene declines. This explains the importance of door policies 
which give the clubs the ability to maintain the central crowd. If the scene 
does not expand then the difference in subcultural capital between the scene 
members and any potential new members becomes too wide and it will 
remain an underground subculture composed mainly of the original members. 
Interestingly the original Northern Soul club, the Twisted Wheel, was shut by 
the police and it was this that forced the scene to move to a larger club which 
enabled the scene to grow. The simulation results suggest that had the club 
not been shut, then the scene would have remained a small underground one.
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Spurt
In the spurt phase of Northern Soul the genre entered the mainstream with 
reports on the subculture in the mass media, the music entering the charts 
and the Casino winning Billboard magazine’s club of the year award. The 
number of attendees to the clubs increased rapidly and even more new clubs 
opened. The influx of new members had the effect of making the old original 
members disillusioned with the scene and many stopped going to the clubs in 
this period. New music finds were slowing and the clubs started to look to new 
sources of records: either ‘golden oldies’ or new music.
The mass media was modelled at the level of the overall effect of increasing 
awareness of the scene and the desire to get involved. As the agents’ 
subcultural capital and their enjoyment of the music increases in the growth 
phase the chance of the mass media reporting on the scene increases. Note 
that this is not definite and did not occur in the underground histories.
Towards the end of the growth period agents’ assessment of the crowd is 
falling as the subcultural capital level of members becomes wider and the 
assessment of the music starts to fall as DJs start playing the same records. 
This creates a peak in the chance of the mass media reporting on the scene 
and if this isn’t triggered before the peak it won’t be triggered. Instead these 
scenes will remain underground and the scene will gradually decline in size.
In these scenes there are no new members as the subcultural capital 
difference between the scene’s members and any visiting tourists is too high 
for them to get interested in the scene. Instead the same crowd will keep 
attending these events. They rate the crowd highly as it is the same crowd 
and their subcultural capital rises together, but they are gradually enjoying the 
music at a lower level as there is increasingly less new music to hear. This 
means that these clubbers desire-to-go-out decreases and they will gradually 
stop going until the club shuts and the scene dies.
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When the mass media does report on the scene its effect is to make lots of 
tourists attend the clubs. The initial influx is not catered for, but the extra 
demand means that more clubs quickly open and some of the existing ones 
increase their size. Figure 7.10 shows that this extra demand was catered for 
by the opening of 5 new clubs of size 10. This is slightly different from the 
target where this demand was met by the opening of fewer, but larger clubs.
Figure 7.10: Attendance of active clubs in the spurt phase
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The randomly selecting doormen allow tourists and the original clubbers into 
the clubs. The original members with higher subcultural capital start to assess 
the mixed crowd lower and increasingly change their tastes away in response 
to this. Their desire-to-go-out gradually decreases until they stop attending 
regularly and eventually leave the scene. This coincides with the peak of
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music assessment as these agents have heard most of the records available. 
As they change their tastes they would prefer different record sounds, which is 
not included in the model, but occurred in the target system as the clubs split 
between progressive music and replaying the back catalogue. The effect of 
this change in tastes is discussed with the House model where the production 
of new music allows the development of new sub-genres.
Most of the newly attending tourists do not enjoy the club enough to become 
clubbers. This is because they come from a wider range of tastes than those 
invited by word of mouth, so are less likely to rate the music highly and the 
high subcultural capital ol the original clubbers means that the tourists will rate 
the crowd lower. The combination of these two factors means that most of the 
tourists will not become clubbers, but will attend the club as long as they are 
stimulated by the mass media.
Figures 7.11a, b and c show the crowd makeup of three clubs. The crowd of 
the new club opened by DJ 8 is made up almost entirely of tourist agents and 
the odd clubber who could not get in its preferred club. These tourists are the 
mostly likely to become clubbers as they do not have the older clubbers with 
higher subcultural capital present to put them off joining the scene. The crowd 
of DJ 1 is initially made up of all clubbers, but gradually more tourists start 
coming. The originals stop liking the club because of the tourists and any 
tourists do not like the club enough to become clubbers because of the high 
subcultural capital of the originals, so the crowd becomes made up of visiting 
tourists. DJ 63’s club is larger, and so the initial influx of tourists can attend 
the club alongside the club’s regulars, but, as these gradually assess the 
crowd and hence club lower, they stop going. This creates a feedback 
process which quickly drives the regulars out of the club. The fewer regulars 
that go, the less any regulars that do go will like it, and hence the less chance 
of these regulars going again.
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Figures 7.11a: The makeup of the crowd for DJ 8 over the Spurt phase
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Figures 7.11b: The makeup of the crowd for DJ 1 over the Spurt phase
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Figures 7.11c: The makeup of the crowd for DJ 63 over the Spurt phase.
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The tuning of the length of time the mass media reports on the scene is 
important here. As the scene is reported on and the original clubbers leave, 
the crowd becomes increasingly made up of tourist agents and those with low 
subcultural capital, as shown in figures 8.11a, b and c above. This makes the 
tourist agents’ assessment of the crowd increasingly higher and increases the 
chance that they will enjoy the club at a high enough level to become 
clubbers. So a long period of the mass media reporting on the scene can 
stimulate interest and create a whole new set of clubbers. Even with the 
shorter period of coverage, some tourists with similar enough tastes to that of 
the scene enjoy it enough to become clubbers.
The music of this period increasingly reflects the new attendees needs, as 
DJs respond to the feedback of the crowd. As the feedback for the enjoyment 
of their current records decreases, because the crowd members have heard 
them, and the finding of new records decrease the DJs start playing records 
they have already played which are rated the least lowest. These records will
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then get much higher feedback from the new crowd, most of whom won’t have 
heard them before. Through this process the DJs start playing all the highest 
rated songs from across the scene’s history, this models the ‘golden oldies’ 
nights observed in the real scene. In the real scene this was discovered by the 
chance playing of an old record, but the crowd’s appreciation of these records 
is the same.
In summary the main features of the spurt phase of the simulated subculture’s 
history are that the mass media reports on the scene, which brings many 
inexperienced tourists into the clubs. This has the effect of driving out the 
more experienced scene members and leaving the scene composed mainly of 
visiting tourists, who are only interested as long as the scene is fashionable 
and reported in the mass media. As the original members leave, more of 
these visiting tourists go on to become clubbers. The longer the mass media 
reports on the scene more tourists become involved with it and so the greater 
the chance of the scene having a second wave of popularity. The change in 
crowd changes the music played from the latest finds to playing the best 
records from the back catalogue which the new crowd have not heard.
Decline
The decline of the Northern Soul scene occurred as first the Cleethorpes Pier 
event stopped, followed by the closure of the Casino. The music at the 
Blackpool Mecca gradually changed from Northern Soul to contemporary 
music and it stopped being a specialist club. Attempts to set up large clubs 
failed, but there is no information about any smaller, peripheral clubs which 
may have continued at this time. Smaller clubs did open later on and the 
scene continued on a much smaller underground level and continues to this 
day.
In the simulation, as the mass media stops reporting on the scene, the tourist 
agents stop coming to the clubs, so the attendance drops dramatically. This 
causes all of the existing clubs to close due to low attendance, shown in figure 
7.12 below. However there is still a small scene which consists of tourists who 
entered the scene after being stimulated by the mass media and late entry
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original clubbers with low subcultural capital. After the mass media stops, 
these attendees are split over several clubs of diminished attendance which 
close. After this several small new clubs try to open to meet this demand and 
one is successful which allows the scene to continue on a smaller scale.
Figure 7.12: Attendance of active clubs in the decline phase
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This new scene has a stable size, as there are no tourists with sufficiently 
similar tastes left in the population to enter it, therefore the agents’ 
assessment of the crowd will continue to be high as their subcultural capital 
rises as a group. Because most of these members are fairly new they have 
not heard many of the records, so the scene can continue as the DJ explores 
the back catalogue of records which were discovered in the earlier phases. 
This small continuance of the scene provides a focal point for some of the 
older fans to return to (not modelled). In the model this scene will eventually
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fade once the DJ plays through all the records and the agents’ assessment of 
the music starts to decline. This progression is shown in figure 8.14 below.
Figure 7.14: The mean values for attendees of DJ 31’s club assessment of the 
crowd and music, and their desire-to-go-out variable.
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Conclusions
In this chapter the results of the Northern Soul simulation were presented and 
compared to the known macro level attendance figures and micro level 
stylised facts about the subculture. The analysis broke down the history of this 
subculture into four phases: gestation, growth, spurt and decline. The 
simulation was set up as a scale model of the target with 100 agents and 300 
records. It was run 100 times and produced two histories, 26% underground
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and 74% mainstream. The mainstream simulation runs reproduced the 
identified phases of the target system.
In the gestation phase the scene develops at one club. The positive feedback 
processes of agents’ enjoyment increasing the likelihood of them attending in 
future and making their tastes more similar, changes the crowd from a group 
with broadly similar tastes and attending irregularly, to a subculture with the 
same tastes and attending regularly. Through this phase the size of the scene 
grows to over the capacity of the first club and the growth phase begins when 
another successful club opens. The growth phase is a period of reorganisation 
where the scene adapts to the growing number of clubbers who want to 
attend clubs regularly. To achieve this many clubs open but only some are 
successful, the key to opening a successful club is to open before other new 
clubs and to attract some of the core members from the original club.
The spurt phase occurs when the mass media reports on the scene. This 
brings lots of new actors into the scene who do not have the knowledge and 
experience of it. This has the effect of reducing the original scene members’ 
enjoyment of the clubs and so they gradually leave the scene. The new actors 
do not initially go on to become clubbers as the high difference in experience 
between themselves and the original members discourages them. As the 
original members leave, more new actors join the scene and the longer the 
mass media report on the scene the greater the chance it will stimulate a 
second wave of members of the subculture.
Once the mass media stop reporting on the scene it enters the decline phase. 
In this phase the new actors stop attending as they are no longer stimulated 
by the mass media. This results in most of the clubs closing as their 
attendance levels falls below what is required to be financially viable. After this 
several new clubs try to open, with one emerging as the focus for the now 
much smaller scene. The scene continues at this club for a long period, but 
does not attract any new attendees. This is another period of reorganisation 
as clubs close and open to adjust to the smaller demand. In conclusion the 
model recreated the main features of the target system and provides evidence
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that the theoretical assumptions made in the analysis as to how and why this 
subculture developed could be valid explanations of this history.
217
Chapter 8 : The Dynamics of Disc Jockey Cultures
The aim of this chapter is to study the dynamics of the development of the 
House music subculture and its subgenres, as reported in the literature. This 
identifies the elements of the scene and the forces that drive change. The first 
section overviews the history of the House music scene in Chicago and 
subsequent importation into the UK. The second section looks in more detail 
at the development of the Chicago House scene, how this new style of music 
was developed and how its popularity increased across the city. The final 
section looks at the UK scene and focuses on the spread of the scene’s 
popularity and the forces which lead to the development of new musical styles 
and subcultures. The second model produced is targeted on the UK scene, 
but the Chicago scene is discussed to provide additional information and 
further examples of repeated patterns of events.
This chapter is based on the data identified by the systematic review 
discussed in the methodology chapter (Kempster 1996; James 1997; Garratt 
1998; Brewster and Broughton 1999; Bidder 2001; Channel4. 2001; Shapiro 
2005). Where specific facts are mentioned they are supported by a reference, 
otherwise any general information has been taken from at least one of these 
sources.
A Brief History of House Music
The majority of the source books start the history of House music with its 
emergence from the decline of the Disco scene in the U.S. in the late 1970s32. 
Disco had risen to mainstream prominence from the black gay underground 
throughout the 1970s and had achieved mainstream popularity (Shapiro 
2005). By the end of the seventies there was a major backlash, typified by the
32 The exception being Brewster and Broughton (1999) who follow the history of the DJ as 
musician and so cover earlier record playing cultures including Disco and Reggae and the 
parallel subculture of Hip-Hop. These have many similarities with the House and Northern 
Soul scenes, but are not discussed here due to limitations of space. However the process of 
reading about these scenes and seeing familiar patterns helped shape the model 
development.
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famous bumper sticker declaring “Disco Sucks!” and the ‘Disco Demolition’ 
event, where Disco records were collected and exploded. The anti-Disco 
campaign was led by pro-rock music fans, and can be seen as macro level 
competition between music styles. However there is evidence that the 
backlash was also influenced by racist and homophobic views33.
The mainstream popularity of Disco music and clubbing declined in the late 
seventies and early eighties, but the underground dance music continued 
developing and as DJ Frankie Knuckles put it, House eventually became 
“Disco’s revenge”. The underground Disco scene was based in the clubs of 
New York, which catered to the marginalized, yet hedonistic, 
homosexual/coloured communities. Two key DJs were Larry Levan and 
Frankie Knuckles. They were childhood friends who learnt their DJ skills as 
part of the New York scene in the Disco era. The underground Disco scene 
continued in New York with Larry Levan’s club, The Paradise Garage’, being 
remembered as one of the most important clubs, with the best DJ. Frankie 
Knuckles went to Chicago in 1977 and started the ‘Warehouse’ club. At these 
Disco clubs the audience experimented with combinations of drug use and 
dancing and the DJs experimented musically, developing the music to send 
the crowd wild.
Whilst both these clubs laid the foundations for House music it was in Chicago 
that House music was developed. The Warehouse was Chicago’s first all 
night club and Knuckles had great success by introducing the set building and 
mixing skills he had learnt in New York. After the success of the ‘Warehouse’ 
other clubs gradually opened, notably Ron Hardy’s ‘Music Box’. The scene 
was supported by the city wide radio show The Hot Mix Five’ which started in 
1981 and featured 5 DJs playing House music and demonstrating their 
advanced mixing skills.
33 House artist to be, Tim Lawrence, was working at the event as a steward and he 
comments: “ It was more about blowing up all this nigger music than destroying Disco... What
I noticed at the gate was people were bringing records, and some of these records were 
Disco records and some where just black records, black R&B records and I should have 
taken that as a tone of what these people were all about. It felt very racial to me”. (Channel 4 
2001:10.00)
219
The decline of the Disco genre meant that the input of new records to these 
clubs was slowing and to remain competitive DJs had to be creative in finding 
new music. Originally this meant using two records of the same track and 
mixing it together to highlight favourite sections. From there DJs started 
cutting up and editing reel to reel tapes and adding this to the mix. The DJs 
and musicians started experimenting with electronic musical equipment such 
as drum machines and samplers, which became available cheaply. In this way 
they created a new sound out of old records, and, building on the remix 
sound, developed House music. The notable aspects of this were the fast and 
energetic 4/4 beat for dancing to, the kick drum and the use of the distorted 
'acid' sound which spawned the genre known as ‘Acid House’. The new music 
was moulded by feedback from the dancefloor, where artists could see the 
reaction to their pieces. This was a continuation of the feedback process, 
where a skilled DJ could ‘read’ the dancefloor, if the audience liked a part of a 
track they would repeat it and if not they would move to another record34.
Related to the Chicago House scene was the neighbouring Detroit Techno 
scene which began with the music made by three young black artists -  
Derrick May, Juan Atkins and Kevin Saunderson. They produced electronic 
music, but rather than being influenced by Disco and the dancefloor, their 
original influences were from European electronic music, including the 
pioneers of electronic music the German band Kraftwerk. They saw their 
music as futuristic and reflecting the devastation of their city due to 
unemployment. They did not have the same direct Disco influences as House 
did, and so could move further away from the traditional song/chorus pattern; 
using limited vocals, extending song length and using sounds rather than 
synthesised versions of real musical instruments. However after defining their 
sound they took their music to the Chicago scene and would visit the clubs 
and sell their records.
34 This feedback goes all the way back to Reggae where if the crowd liked a track they would 
shout for a ‘Rewind’, that is for it to be played again. With House music the feedback became 
even more specific from track, to section of a track.
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The new music was released on vinyl by newly formed House labels ‘Trax’ 
and ‘DJ International’ and achieved great success in Chicago, for example 
‘I’ve lost control’ by Jamie Principal sold 70,000 records (Kempster 1996:24). 
This success gained the attention of UK A&R35 scouts, notably Pete Tong and 
Paul Oakenfold, who began to import the music into the UK (and who both 
went on to become prominent UK DJs).
This music was gradually introduced into the UK in the second half of the 
1980s and two tracks achieved early chart success -  “Love Can’t Turn 
Around’ by Farley ‘Jackmaster’ Funk and Jessie Saunders reached number 
10 in September 1986 and Steve Hurly reached number 1 in January 1987 
with ‘Jack Your Body’. These inspired artists based in the UK to produce their 
own DIY tracks and Coldcut and M/A/R/R/S both achieved chart success in 
1987. However these records were seen as novelty tracks and there was no 
dedicated club scene. House events gradually gained more popularity in the 
UK, particularly in the North of England with its history of dancing to Northern 
Soul. The key focus for this was the Hacienda nightclub, inspired by the 
Paradise Garage. Resident DJ Mike Pickering was the first to champion 
House music and produce the first UK House record -  ‘Carino’ in 1987 
(Bidder 2001:72). The scene was slower to develop in London where tastes 
were predominantly Hip-Hop and Rare Groove36. It was not until 1987 that the 
combination of House music and the new drug Ecstasy started to form into a 
subcultural style. This development centred around two ‘seed’ locations -  
London and Manchester.
The London scene had been influenced by Chicago’s music, but had not 
managed to produce the catalyst of sound systems, drugs and clubs. In the 
summer of 1986 five aspiring DJ’s went to Ibiza on holiday and experienced 
the mix of ecstasy, glamorous nightclubs, an eclectic mix of music including 
Chicago House and the beautiful weather of the Mediterranean island. They 
decided that when they came back to the UK they had to introduce this new
35 Artist & Repertoire
36 Rare groove is an umbrella term that refers to relatively obscure jazz-funk, funk, soul and 
jazz-fusion tracks from the 1970s.
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scene. In 1987 they started organising events initially for friends, but as word 
spread these grew larger and larger. The first nights were in small clubs, in 
November 1987 ‘Future’, about 100 at the first event (Bidder 2001:98), 
followed by ‘Schoom’ in the same month which held 250 people (Garratt 
1998:110). From here the scene progressed to larger clubs notably ‘Spectrum’ 
which started on 11th April 1988 and soon was attracting its capacity of 2,000 
people followed by The Trip on the 4th June 1998 (Garratt 1998:126) which 
held at least 1,500 people (Bidder 2001:115). People found the new mix of 
ecstasy and House music irresistible, Garrett tries to describe the sensation of 
the combination:
In these clubs... people felt the same opening of spirit, the same 
joy and empathy, the same loosening of inhibitions, but they also 
experience a loosening of the body. On E the insistent rhythms of 
House seemed to pulse inside you, become part of you, urging you 
to dance, and dance, and dance. (Garratt 1998:138)
It was in these clubs the fashion of loose, bright clothes and ‘Smiley’ face t- 
shirts, the style of dancing to the new music and dancefloor chant of “aciied” 
was developed. A combination of pirate radio stations, word of mouth and 
negative mass media coverage advertised these events and the number of 
clubs quickly swelled. The initial founders of this scene wanted to keep it 
amongst themselves, but a second wave of promoters wanted to introduce it 
to a wider audience.
These promoters faced limitations of available club space, urban police 
presence and the UK licensing laws37 (which meant that clubs had to shut at 2 
am, which did not suit the all-night dancing of the Ecstasy/House experience). 
So they turned to the countryside and started holding ‘raves’ which were 
events held in rural locations, generally within easy access of the M25 orbital 
motorway. A few successful events were held in 1988, but it was in the hot 
summer of 1989 that the scene burst into the mainstream. It was christened
37 Northern Soul and some House clubs got round this by being alcohol free, members only 
clubs.
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the ‘second summer of love', and illegal raves were held throughout the 
countryside, introducing Ecstasy and House music to the masses. These 
events were organised by different groups and the largest claim the following 
attendances - Sunrise 20th May 5,000, Biology 10th June 12,000, Sunrise II
8,000 24th June and 12th August Sunrise III 25,000 (Bidder 2001:129, 151, 
162, 174 ). This started an ongoing battle over the next few years between 
organisers trying to hold events and the police trying to stop them. Initially the 
organisers were successful, but gradually, with increased resources and new 
legislation -  the Graeme Bright Bill introduced in July 1990 - the police 
became successful at controlling the events. Over time the criminal element 
began to take over their organisation, enticed by the profit from drug sales and 
entrance fees.
This series of events was broadly paralleled in the North of England with the 
club the Hacienda acting as the catalyst for the original experience and empty 
warehouses being used to hold raves in. The House music scene started 
slightly earlier in Manchester, starting to becoming popular in 1986 (Brewster 
and Broughton 1999:373). The Hacienda had increasing problems with guns 
and gang culture and was eventually closed by the police.
The rave scene continued into the early 1990s, but the criminal involvement, 
fake and low quality Ecstasy and the police success at stopping or spoiling 
events decreased attendances. Gradually this, once underground, illegal 
scene, moved into the mainstream and the events returned to licensed clubs. 
Increasing numbers of records reached the charts and the legal financial 
rewards became apparent. Producers and artists were signed to record 
labels, pirate radio stations such as KISS were granted licences, DJ’s moved 
from pirate radio to mainstream national ones and select clubs were granted 
late licenses: so the rave-based scene became transformed back into a club- 
based one.
Meanwhile, underneath the umbrella term of ‘House’, subgenres have 
continued to develop, for example Ambient House, Hard House and 
Progressive House. Figure 8.1 shows an impression of the development of
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electronic music, from its roots in Disco, Soul and Funk through to the three 
groupings of House, Techno and Jungle and the subgenres associated with 
them. As noted on the original, this is intended as a guide rather than a 
serious attempt to map the time span and related ness of the different styles of 
music. But it gives an example of the large number of named subgenres that 
exist (as labels, not necessarily as music) and shows how from the Disco 
genre a wide range of styles has develop. The next section looks at the 
aspects which drove the dynamics of this scene and why the scene quickly 
grew to a nationwide phenomenon and then subsequently split into this variety 
of subgenres.
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The Chicago House Scene
This section looks at the Chicago club scene. It analysis how and why the 
new style of music developed, how records were distributed and how they 
spread, initially across the city and eventually to the UK.
Music, Records and Technology
The House music sound developed progressively, as different techniques 
were adopted. The first technique was mixing together records to build a set 
which was developed as part of the Disco scene. Frankie Knuckles and Larry 
Levan had both been DJs in the New York black/gay scene, playing together 
at the Continental Baths, and had pioneered the techniques of moving the 
dancefloor. Levan is most noted for his ability to craft a set and to ‘read’ the 
dancefloor and react to its needs.
He built sets like stories that went into one another...He was able to 
truly use songs... And he used those lyrics to talk to people. It was 
very, very common for people on the dance floor to feel like he was 
talking to them directly through the record. And it was a two way 
thing.
Francois Kevorkian (Garratt 1998:24)
These two DJs, amongst others38, had developed the Disco genre to 
incorporate mixing of tracks, using two records to extend favourite bits, 
creating edits or remixes of tracks, reacting to and ‘playing’ with the audience 
to increase the crowd’s enjoyment and the building of sets which told a 
coherent story, rather than being a collection of individual tracks. Both DJs 
went on to front successful nightclubs, the difference being that Levan’s club 
was in New York where there was still a thriving club scene, whilst Knuckles 
went to Chicago where there was not. As the Warehouse owner Robert 
Williams noted;
38 Franco Grasso is generally attributed with the development of early mixing techniques with 
the Hip-Hop pioneer Grandmaster Flash pushing mixing to new levels.
When I arrived in Chicago nothing was happening, they had a lot of 
bars there, you know, but they didn’t have the after-hours clubs.
(Bidder 2001:15)
The Warehouse and Knuckles were the first of a new scene which meant that 
they could achieve an initial following required to get a scene going. 
Contrasting this in New York there were many clubs and the gay scene was 
split between lots of events, so, whilst the Paradise Garage was seen as the 
leader of the field, the Warehouse was seen as a pioneer. Levan was rated 
the better DJ and as Knuckles himself points out "I’m sure there were others 
people doing it, but to my audience it was revolutionary" (Quoted in Brewster 
and Broughton 1999:320)
Up to this point the DJs had been mixing old records to create a new sound, 
fresh for the dancefloor. But as these old records became familiar to the 
audience and no new records were available the DJs realized that they 
needed to find ways to develop the music themselves.
But by '81, when they had declared that Disco is dead, all the 
record labels were getting rid of their dance departments, or their 
Disco departments, so there was no more up-tempo music, 
everything was down-tempo. That's when I realised I had to start 
changing certain things in order to keep feeding my dancefloor, or 
else we would have had to end up closing the club.
Frankie Knuckles (Brewster and Broughton 1999:319)
The next technology to be added to the mix was the reel-to-reel tape player, 
which was adopted by Knuckles, the Hot Mix 5 DJs and the apprentice DJs.
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Knuckles bought a reel-to-reel tape player and they [with his friend 
Erasmo Riviera] would rework records on it, adding new beats and 
sound effects, making something different every week to drive the 
crowd wild. (Garratt 1998:38)
Then DJs started using drum machines to intensify the beat, this became 
known as ‘Farley’s foot’ after the Hot Mix Five DJ Farley, though other DJs 
were using it as well. The increasing amount of production DJs were putting 
into their performances led inevitably to the production of new tracks. The 
production of home music was enabled by the availability of cheap equipment 
from Japan, much of which did not catch on for its original purpose and so 
became available cheaply second-hand. The key instruments were the 
sampler, bass machine, particularly the Roland TB303, four track recorder 
and drum machine, particularly the Roland TR808 (Kempster 1996).
Two contrasting tracks were made in 1984 which influenced the development 
of DIY music. The first track was ‘Your Love’ by Jamie Principle, which was 
played on tapes by DJs for more than a year before making it to vinyl (with 
Knuckles producing it). The quality of this track is very high and it has been 
frequently remixed and it is generally considered a classic today, but its 
brilliance led the clubbers to assume it was another European track made in a 
studio. The second track was made by Jesse Saunders and Vince Lawrence 
called ‘On and On’, a simple track underpinned with a 4/4 beat from an 808 
drum machine. They had this pressed and it went on to sell an estimated
20,000 units (Bidder 2001:29). The crucial point about ‘On and On’ was that it 
was of poor quality and sounded exactly like it had been made in someone’s 
bedroom, but still sounded novel and interesting. Successful House artist 
Marshall Jefferson comments:
This made people think ‘Oh shit, oh, this is cool, maybe I could do 
something like that’. That was the single most important record of 
the 20th century, because it let the non-musician know that he could 
make music. (Quoted in Bidder 2001:30).
228
These new records were inspired by what was heard on the dancefloor and, 
as more records were released, what other artists were producing. The 
production of this new music was exploratory, as artists experimented with 
their new equipment trying to recreate the dancefloor sounds. The most 
extreme case of experimentation was the development of Acid House, whose 
“super-synthetic sci-fi squelch noise” (Brewster and Broughton 1999:338) was 
to inspire a whole genre of music. The first track was developed by DJ Pierre 
who comments on its production:
I wanted to make something that sounded like things I’d hear in the 
Music Box or heard Farley play on the radio. But when we made 
Acid Tracks, that was an accident. It was just ignorance basically.
Not knowing how to work the damn 303.
DJ Pierre (Brewster and Broughton 1999:338)
The success of this track inspired further clubbers to produce similar tracks 
which were particularly easy to produce as the machine’s randomizing 
function meant that it would create a “series of mutant basslines” (Brewster 
and Broughton 1999:340) for the artist.
He made the mistake of telling all his DJ friends that it was a TB303 
on ‘Acid Trax’, so next thing I knew within 4 months there were 
about 60 acid records out and within 5 more months there were 
over 1000- just in Chicago.
Marshall Jefferson quoted in (Kempster 1996:24)
Another example of the success of an exploratory approach to using new 
equipment was Marshall Jefferson who used a sequencer to play a piano 
score impossible to play in the traditional way.
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To summarise the development of House music was driven by the DJ’s need 
to keep supplying new material to ‘feed’ their dancefloor. The first innovation 
developed in New York was using mixing skills and track choice to develop a 
set and to make new music out of old records. As the supply of Disco records 
ran dry the DJs introduced first reel to reel sound effects and remixes and 
then drum machines into the mix. Then DJs and clubbers started using 
samplers, drum machines and bass machines to produce new tracks. The 
first, bad, tracks produced demonstrated the possibilities and artists were 
quick to start producing their own music. These new tracks were inspired by 
the music the artists heard on the dancefloor and the radio. Artists 
experimented with their new equipment and, through their lack of formal 
training, found new ways of creating music. Successful styles were quickly 
copied by other artists, and the easier it was to make a track the more it was 
copied.
Distribution
After these initial records demonstrated the possibilities, a deluge of DIY 
records were made. Artists would take their new tracks to the club and radio 
DJs, who acted as gatekeepers to the wider audience. If the DJs liked the 
tracks they would play them and the artist could observe the reaction from the 
dance floor. This supplied the DJs with material to keep feeding their 
dancefloor with new music.
Whereas only a few months before, DJs were racking their brains 
to fill a whole night with the up tempo music their crowds 
demanded, now they had an army of young clubbers-turned- 
producers thrusting tapes under their noses, and a growing stream 
of actual vinyl releases of the more successful of these tracks.
(Brewster and Broughton 1999:332)
The crowd’s initial assessment of a track was not always as positive as the 
DJs and there are repeated tales of a track initially clearing the dance floor 
and only through the DJ repeatedly playing the track did the crowd learn to 
like it. A key example is ‘Acid Tracks’, described above, which DJ Pierre gave
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to DJ Ron Hardy. He played the track and it immediately cleared the dance 
floor. However the DJ persisted and played it intermittently through the 
evening and:
By the fourth time he played it, at 4am when everybody’s drugs had 
kicked in, the crowd went ballistic. People were dancing upside 
down. This guy was on his back, kicking his legs in the air. It was 
like “Wow!”. People were going crazy, they started slamdancing, 
knocking people over and just going nuts.
DJ Pierre quoted in (Brewster and Broughton 1999:339)
Another famous example of a DJ ‘helping’ his crowd to like a record is Larry 
Levan and “Heartbreak” a record which initial cleared the dancefloor but 
became loved through his inculcation and eventually went on to sell 5,000 
records and be Vinlymania’s biggest selling record (Brewster and Broughton 
1999:303).
Increasingly the successful tracks were pressed into records, first by Trax 
records and then by DJ International. Criticised for their unfair contracts, the 
owners of these labels would buy a track outright and then press as many 
copies as were demanded, which as the scene spread across Chicago and to 
the UK meant the artist lost out on a lot of money. This new influx of records 
and tapes kept the scene new and fuelled its development.
As these scenes grew fans wanted to buy the records they heard at the club 
and on the radio, so record shops opened to meet these demands. At the 
Paradise Garage Vinlymania opened nearby and in Chicago Import Etc. was 
the main suppliers of the records. These responded to the demands of the 
fans for the tracks they had heard in the club. Chip E of Import Records 
claims part of the credit for the name House.
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People would ask for the latest Warehouse records, so we put on 
the bins House music and eventually people would come and ask 
‘Where’s the new House music’. (Channel4. 2001:19.00)
The early records on the Chicago scene were very successful and sales were 
high, but as many more records were released the market became flooded 
and sales were split between a lot of records. Marshal Jefferson argues that it 
was this that led to the scene’s demise:
Before acid you could have a huge hit in Chicago, Tve lost control’ 
sold 70,000 copies there. But what started happening was that a 
huge dance hit in Chicago would sell only 5000 copies, because 
acid records were coming out at the rate of about 60 a week...
Basically there were too many acid records, because they were too 
simple to make. (Kempster 1996:24)
Spreading the Message
The Warehouse opened in March 1977 and was the first of its kind in 
Chicago. It ran all night events every Saturday night and, despite the club’s 
legal capacity of 600, often entertained as many as 2,000 people who were 
‘mainly gay and nearly all black’ (Brewster and Broughton 1999:315). The 
dancefloor was downstairs and packed wall-to-wall with people dancing in a 
frenzy. The club’s popularity increased and, partly by being the city’s only all- 
night venue, began attracting straight attendees. By 1982 its popularity 
increased and the crowd developed from predominantly black/gay to 
attracting increasing numbers of whites and heterosexuals.
The club culture that had been born amongst the largely socially 
excluded black and gay populace had grown exponentially to 
attract a new audience: a younger, adventurous cross-section of 
gays and straights wanted the music and the drugs harder and 
faster. (Bidder 2001:21)
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The Warehouse’s crowd gradually became infiltrated by younger, straight, 
white and even female attendees, which it is argued changed the Vibe’ and 
led Knuckles to move to another club -  the Power House. As Knuckles took 
his core following to a new club the new Warehouse DJ, Ron Hardy, was 
chosen to reflect the needs of the newly entering clubbers who wanted their 
drugs harder and the music faster. This process can be seen throughout this 
history where pioneers develop a new scene, for example from Disco to 
House, and then new entrants developed things further.
It is difficult to gauge the speed and distribution of the spread of House music 
in Chicago, but there are indications that by the early eighties it was spreading 
citywide. Brewster and Broughton report on Knuckles’ first introduction to the 
term ‘House’ in 1981;
Driving south through the outskirts of his adopted city to visit his 
goddaughter, he noticed a sign in the window of a bar ‘WE PLAY 
HOUSE MUSIC’. Bemused, he turned to his friend and asked, ‘Now 
what is that all about?’ She looked at the sign and told him, ‘It 
means music like you play at the Warehouse’. (Brewster and 
Broughton 1999:317).
This is interesting not only for Knuckles’ naivety (but then he was one of the 
few people who didn’t need to use the label to find the records being played) 
but also that the music had spread to the outskirts of the city and to bars as 
well as clubs.
The scene spread as attendees of the core clubs copied the music and took it 
to different events and different crowds. One example mentioned in the 
literature is Wayne Williams and Jesse Saunders who were influenced by the 
Warehouse and played its music to a different crowd (black and straight) at 
the Playground, to crowds of about 2,000. They got the record names from 
Knuckles, bought them and introduced them to another crowd. At first they 
cleared the dancefloor, but went on to become two of the city’s most 
successful DJs. This process continued and by 1986:
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Parties were going off all over the city by now: in houses, in school 
gyms, even in the streets, as well as in the clubs. .. Lil Louis was 
attracting up to 8,000 clubbers at his monthly parties at the Hotel 
Bismark. House fever was blowing through the Windy city at gale 
force. (Garratt 1998:47)
The new music was advertised to a much wider audience by the Hot Mix 5 
radio show. This was on air from 1981 to 1986 and featured 5 DJs playing 
similar music to Knuckles with similar techniques, most notably demonstrating 
their mixing skills. At its peek the show claimed to have up to half a million 
listeners, which was a sixth of the city’s population (Garratt 1998:36) The 
importance of radio to advertising tracks was not lost on Larry Sherman, co­
founder of Trax: “Its like any other record business -  if you don’t hear the 
records on radio, people generally don’t know they exist” (Garratt 1998). Its 
popularity was such that at the city’s leading record importer ‘Imports Etc’, 
they displayed a list of the tracks played to save the staff a barrage of 
questions. The show also served to advertise mixing techniques and inspired 
listeners to try to achieve similar skills.
Like many others, hearing these radio jocks show off their skills 
was what pulled him into DJing. (Brewster and Broughton 
1999:329).
As well as the music and techniques the revered status of club DJs and radio 
stars served to advertise the job of DJ and the status that came with it. Four 
reasons for becoming a DJ can be identified from the sources, the buzz of 
seeing people dance to their tracks, the high status of a being a successful 
DJ, the financial returns and sexual success, or as Farley puts it describing 
the success of Jesse Saunders:
234
He put out records before anyone conceived of doing it, got all the 
money, the girls and the fame. (Brewster and Broughton 1999:331)
In summary in Chicago, House music was spread by direct influence from 
attendance of the central clubs or from listening to the radio. These served to 
advertise tracks and create a demand for the new records and they inspired 
listeners to become clubbers, DJs and producers. They could either try to be 
part of the central scene or copy the music and take it to a different group of 
people. Those exporting the tastes to a different group would then inspire 
others to locate the original music, to hold events and to make tracks of their 
own. The most influential of these were the A&R scouts who imported the 
music from Chicago into the UK.
The UK House scene
This section focuses on the UK scene, exploring how the Chicago sound was 
imported into the UK and how it successfully developed. It follows the 
progression of the scene, arguing that the media helped fuel its expansion. It 
looks at the tensions within the growing scene and how these lead to the 
scene fracturing and new subgenres being developed. Finally it presents the 
case study of Jungle as an example of a new form of music developed by 
these forces.
Importing the House scene
The development of the House scene in the UK follows a broadly similar path 
to that of Chicago, from the moment Knuckles became DJ at the Warehouse. 
First a small group of DJs discovered this new type of music being produced. 
The most famous example of this was the group of London DJ’s visit to Ibiza 
where they first encountered House music, though there were some direct 
contacts with Chicago, for example Mike Pickering from the Hacienda and the 
A&R scouts.
The initial pioneers of House tried to introduce it to their existing scenes, for 
example Pete Tong and Chris Hill tried to play House at Rare Groove events 
and received a hostile reaction and had to leave that scene (Brewster and
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Broughton 1999:370). This is similar to the inculcation to new tracks 
discussed above, but because the majority of the crowd already had firm 
tastes and no admiration for the DJ they would not let themselves become 
inculcated, instead they supported each other’s taste in rejecting the different 
music. Homophobia and xenophobia increased the rejection of the new 
music, and Mike Pickering remembers, when DJing House before it had 
become popular, he was passed a note saying “Why are you playing this 
Chicago homo music?” (Channel4. 2001:2:3.42).
House music could not be imported directly into an existing scene but had to 
grow from small roots. All the scene’s seeds started round a central club -  
Chicago at the Warehouse, London at Future and Manchester at the 
Hacienda, where the crowd were similar and could share the new tastes. Lisa 
Loud commented on the intimacy of Future:
Future was a club full of friends... You weren’t intimidated, you felt 
comfortable... It just made everything easier. You weren’t 
surrounded by inhibitions and barriers and bad attitude.” (Garratt 
1998:109)
The intimacy of a small club being surrounded by friends and people with 
similar attitudes creates a bond between clubbers. This allows them to 
acquire different tastes and develop their own styles to strengthen bonds 
between them. The development of a private scene which is different to the 
rest of contemporary club culture gave attendees a sense of superiority to 
those not in the know. The effects of the new drug MDMA or Ecstasy served 
to reinforce these social bonds and the feeling of being different from the rest 
of clubland. The main effects of Ecstasy are to make the music sound better, 
to enable dancers to dance all night long and to promote empathy, so 
clubbers felt at one with the crowd. The fact that it was an illegal drug gave it 
the added attraction of rebellion. Collin (1997) gives a description of the drug 
journey regular takers of MDMA go through. Whilst it cannot encapsulate 
everyone’s experience of the drug it provides a useful summary of the general 
progression.
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The first rush begins the honeymoon period -  the beatific loved-up, 
evangelical phase. Within a year or so, that early excitement begins 
to fade and many experience diminishing returns. A few accelerate 
into excess, abuse sometimes leading to the emergence of physical 
or psychological problems. The third stage is the comedown: 
disillusionment, reduced use, and attempts to readjust to the fact 
that the initial high is gone forever. Finally comes re-entry into the 
post-Ecstasy world, a time of reassessment and the regaining of 
equilibrium. (Collin 1997:23)
Thus a few DJs attempted to import House music into the UK from Chicago. 
Their attempts to play the music to existing scenes failed, as their tastes were 
too different, and it was in small, intimate clubs where the music’s popularity 
began. These clubs initially contained a wide collection of friends, which, 
combined with ecstasy use, created an intimate atmosphere of celebration 
amongst equals. Being part of this unique scene gave the attendees a sense 
of superiority to the outside world. Once these small scenes were established 
outsiders could come and see that these people were having a good time and 
so then wanted to enter the scene. The next section describes how 
information about the scene spread.
Spreading the message
The recruitment at the initial small clubs was done by word of mouth and with 
flyers, as friends invited friends with similar tastes and promoters targeted 
people whose appearance and behaviour suggested they had similar tastes.
We gave out our flyers in Delirium, Pyramid and Jungle. The clubs 
where we thought people were compatible. And the King’s Road, all 
over London, on fashionable streets. That was they way to build a 
club, select people on the street. (Garratt 1998:110)
This small scene was supported by local media such as Boy’s Own fanzine 
which discussed events and gave critical, satirical comment on the scene and
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wider life. The popularity of these initial clubs attracted the interest of 
specialist music magazines. In May 1988 i-D ran an article on the developing 
scene and a few months later Time Out nominated Spectrum as its club of the 
year and ran a two-page special on acid clubs. This coincided with the 
opening of Nicky Holloway’s new club ‘The Trip’ and he argues it fuelled the 
scene’s popularity.
The timing was perfect: i-D did the front cover the week we opened.
It was the week it went over-ground. And that was it. Whoosh! It 
was get on board or get run over by it. (Garratt 1998:127)
Interestingly these magazines were on the lookout for the next big thing, as 
there was nothing currently new in the music scene. It might be hypothesised 
that House music filled a hole which something would have to have filled at 
some point. The author of ‘Adventures in Wonderland’ Sheryl Garratt worked 
as a journalist for both i-D and The Face at this time and comments on their 
situation:
Both publications were starting to run into trouble: they had 
catalogued the styles and tribes of the eighties brilliantly, but the 
decade was running out of steam, the style was getting stale and 
the readers were getting older or losing interest. We were ... 
searching for something new. (Garratt 1998:124)
The national media eventually took an interest as the scene grew. This started 
with the Sun who in August ran the headline “Scandal of the £5 drug trip to 
Heaven” (Garratt 1998:132) which took a typical anti drug and hence anti­
scene stance. Interestingly after this the nationals were unsure whether to be 
pro or anti the scene and by September were running acid fashion stories. 
However by October they had decided that the corruption of the young and 
use of drugs meant they should take a negative approach and from then on 
reported against the scene.
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All the papers were doing these evil drug stories about all these 
people having fun...they helped fuel it, they helped it get bigger. I’m 
sure that lots of people never heard about what was going on ‘til 
they read about it in the daily newspapers and thought ‘Ooh, we’ll 
have some of that’, you know what I mean? (Bidder 2001:118)
As well as the tabloids the television took an interest and in October 1988 ITN 
news ran a story about the scene, the music and of course the drugs.
As the scene grew and Rave events tried to attract as many people as 
possible, pirate radio stations played the music and advertised these events 
to a wider audience.
New stations proliferated. In May 1989 a group., launched Centre 
Force, blasting out the frantic, clattering sound of the rave on 88.3 
fm, 24 hours a day, 7 days a week. It was soon followed by a host 
of others: Sunrise, Fantasy, Obsession and later Dance FM, all of 
them advertising the numerous raves and clubs. (Garratt 1998:155)
The scene’s popularity initially spread through word of mouth and became 
supported by niche media which reported and advertised events. As it 
became more popular national music media reported on it further, advertising 
clubs and the scene. In Chicago the ‘Hot Mix Five’ radio show and in the UK 
pirate radio stations advertised the music and events. Eventually the 
mainstream tabloids and television news reported on it, taking a negative view 
focusing on the drug use and mindlessness of the music. However these 
reports served to advertise the scene and inform potential attendees about 
events they would go on to attend.
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Development of New Musical Styles
This section looks at the interactions that create the dynamics discussed 
above and highlighted in figure 8.1, as a once integrated scene develops into 
different subcultures and genres.
The introduction of new members to a scene drives the dynamics for change. 
The newer members are seen as threatening to the originators and as not 
having the subcultural capital acquired by being part of the original scene. As 
the scene becomes more popular the subcultural capital of the original 
members becomes devalued as they are no longer part of a unique scene 
and cannot compare themselves favourably to the mainstream ‘other’. The 
fanzine Boys Own criticised the hoards of newcomers to the scene as ‘Acid 
Teds’ and derided them for behaviour which they themselves had been doing 
previously. Part of this derision was that they had developed the scene, whilst 
the new comers were just copying it. This phenomenon was presented by 
Hebdige (1979) and has been observed in most subcultures as Tara McCall 
points out:
Just as punks had ‘plastic punks’ or ‘safety-pin people’, rastas had 
‘burrhead rasta’ and hippies had ‘weekend hippies’, the Ibiza crowd 
had ‘acid teds’ (McCall 2001:60)
To protect ‘their’ scene in the UK these initial clubs started stricter door 
policies, so by 1989 one club flyer read “No smileys, no tattooed terrace boys” 
(Garratt 1998:135). However they were no longer in control and with the 
newcomers came new musicians and promoters who would cater for the 
increasing demand.
Boy's Own and Shoom wanted to keep it as their own secret little 
thing, and we just wanted to give it to everyone. Colston-Taylor, 
rave organiser quoted in (Garratt 1998:142)
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Interestingly the Chicago and Manchester scenes were much more inclusive 
from the start, with the Warehouse not adopting any door policies to stem the 
influx of straight and white, suggesting a less snobby, exclusive culture.
As the scene got more popular from 1989 to 1992 an increasing number of 
events were held. Initially the DJs at these event had a large back catalogue 
of tracks to introduce to the crowd, which meant they could maintain the 
event’s novelty in a similar way to the Northern Soul DJs. Quickly added to 
this were home produced tracks as UK artists were inspired by these DIY 
efforts and began to make their own music.
Every day was a discovery: there was, by then, a huge back 
catalogue of music from Chicago, Detroit and New York to be 
played with stuff coming out of Britain every day. (Bidder 2001:131)
Once the majority of the back catalogue of records was no longer a novelty 
the scene relied on the production of new records to provide fresh music for 
the dancefloor. This allowed the cultural differences felt within the scene to be 
expressed musically. It was at this point that the scene began to split and new 
genres develop as artists started experimenting with their equipment, bringing 
their different backgrounds and tastes to the production of new music.
This is a story that will be repeated again and again in this book as 
the music and the scenes it spawns progress: a split between more 
sophisticated clubbers and the new young recruits to the culture.
(Garratt 1998:40)
The development of experimentation and copying followed the same process 
as in Chicago and started in the early 1990s. For example the Prodigy 
released the track ‘Charlie’ in 1991 which got to number 3 in the charts 
(Warwick, Kutner et al. 2004). This sampled a 1970s children’s cartoon 
character, and its success inspired a string of copies of what became known 
as Toytown’ rave, including ‘Sesame’s Treat’, ‘Rhubarb and Custerd’ and 
Trip to Trumpton’ (James 1997:15). This is another example of how the ease
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of making a style of music increases copies and decreases quality. In this way 
the possibilities of the new techniques were explored and new types of music 
were developed as different artists brought their skills and background to the 
scene. As the methods of production created increasingly different tracks the 
scene began to split into sub-scenes of different tastes.
The newcomers to the scene wanted to become part of it and make their 
mark, but it is difficult for new DJs to compete in an existing scene, which 
creates a drive for them to further develop their own different style of music. 
The dance floor required new music to feed it and as this was developed 
different styles emerged. These stylistic splits had to occur within the possible 
differences in the music. The first split came as the beats got faster.
Previously most tracks were at 120 beats per minute (BMP), but the new 
influx of clubbers wanted the beats faster and so a trend for faster and faster 
beats began, which took the music through hardcore eventually to the ‘mind- 
numbingly’ fast Dutch gabba with speeds of 180-250 BPM (Garratt 1998:271). 
This was driven by a process of one-upmanship as artists vied to make the 
fastest record. Whilst the newcomers to the scenes were demanding faster 
and faster beats, the old school was more interested in developing the quality 
of the records. They returned to small clubs, kept the BPM to about 100 and 
developed a sound labelled Progressive House (Bidder 2001:185). Note the 
term progressive suggests the music is different and better than old House. 
The drive to differentiate was two way, as artists reacted off each other. As 
one group goes one way, those who view them negatively would move in the 
opposite direction.
The class of '88 and'89 had made it clear that they didn’t want 
these sweaty, unsophisticated kids spoiling their clubs; for their 
part, the new generation wanted less and less to do with the fluffy 
escapism of House. (Garratt 1998:266)
As the scene became bigger the new musicians wanted to differentiate from 
other, mainstream, parts of the same scene as well as the older members. By 
1992 the Rave scene had become mainstream and new artists wanted to
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differentiate themselves from it to maintain their underground, subcultural 
capital. Within the scene, developing new, successful music gave high 
subcultural capital, whilst copying was the lowest of the low, with the ‘Acid 
Teds’ who copied the scene’s originals and the Toytown Ravers’ generally 
looked down upon.
The Birth of Jungle
The development of the Jungle scene provides a case study of how this drive 
for difference can create a new genre through a process that is repeated 
several times in the House music history. The musicians started as members 
of the House scene who were experimenting with breakbeats to develop a 
new sound, (breakbeats are Hip-hop influenced drum patterns, rather than the 
traditional 4/4 beat). Jungle began as an event called Rage, held in a 
separate room of the House club Heaven. This started as a normal Acid 
House event which began experimenting with a slightly darker sound. By the 
end of 1991 the DJs Fabio and Grooverider took over and the sound had 
become noticeably different (James 1997). Overtime the new scene split from 
the Rave one, where it had developed, and Rage moved to a new club - 
AWOL. There was a clear split between the fans of the old tastes and those of 
the new faster and darker sound.
Each month the letters columns of Generator and M/xmag would 
feature extended rants about how the music was too dark for the 
Happy Hardcore crews and how the junglists were killing the vibe. 
(Garratt 1998:273)
Gradually the new sound of Jungle was developed, as with House, in a small 
club with a young audience searching for a separate identity, trying new 
techniques and being inspired by each other.
We were bouncing ideas off each other. It was the young bouncing 
against each other rather than off the older generation... And it 
created something different altogether. (Garratt 1998:273)
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Similarly to House, the misuse of new equipment enabled the development of 
the new sound as Goldie, a successful Jungle artist describes:
When I was working at Reinforce, time-stretching was something 
that develop on a 950 Akai [sampler]. It allows you to be able to 
slow things right down in, in speed and pitch [then] back up again. It 
was really used for chorusing guitars... So I was like, fuck, if you do 
that with breakbeats it's going to be really on top. (Bidder 2001:220)
The Jungle scene spread to small specialist clubs between 1992 and 1993 
and then on to larger raves in 1994. It was supported by a host of pirate 
radios playing the music and advertising events. From its central beginnings 
the scene became fractured and it too spawned subgenres in the form of 
Drum n Bass (about 1995), Ambient Jungle (about 1994), Techstep (about 
1996) and Dark (about 1993) (James 1997:129). Jungle managed to create a 
new scene, whereas the rave scene had become part of the mainstream and 
was mainly about copying the past, but with new records, rather than anything 
new.
Acid House was such a wicked scene and such a wicked way of 
life-1 never thought I’d see anything like that ever again. But the 
drum n bass scene now is just as exciting as 87 or 88. The music is 
exciting and fresh. There’s a whole new way of dancing, a whole 
new tempo. There are so many possibilities ... it’s like hearing 
House music for the first time.
Alex Reece, Spectrum Regular (Kempster 1996:92)
The history of Jungle provides a final example of the dynamics of DJ cultures 
which have been presented in this chapter. New scenes emerge from existing 
ones, particularly if the existing scene is attracting a mainstream audience or 
its musical input is stopped. These new scenes grow at small clubs attended 
by friends and people with similar tastes. At these clubs new technologies
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enable artists to produce new sounds and artists compete and inspire each 
other in the development of new records. As this scene’s popularity grows it 
expands into more clubs and niche media, in the form of pirate radio playing 
the music and advertising events to a wider audience. It may attract the 
interest of music media and the tabloids, covering the inevitable drug use, 
which advertise the scene to a wider audience. As more people enter the 
scene and start experimenting with the musical possibilities the scene 
fractures into different subgroups, based around different locations, tastes and 
clubs. From here, if a new technology allows it, one of these subgroups may 
develop a new sound and the cycle will begin again.
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Chapter 9: Subcultural Dynamics Simulation Results
This chapter presents the dynamic subculture model and compares it to the 
target of the UK House music scene. This history moves through the initial 
growth of the House scene, the development of progressive subgenres and 
the birth of the new genre Jungle. The first section describes the 
developments which have been added to the Northern Soul model in order to 
model this target and presents a summary of the available macro level 
information on the target systems. The second section presents an analysis of 
the simulated histories and compares the history of one run to that of the 
target system. This models the target House music genre, its fragmentation 
into subgenres and the development of the Jungle genre.
Simulation Specification
The majority of the simulation is the same as the Northern Soul model. The 
differences of the House scene are modelled by changing the parameters and 
adding three additional methods: through-flow, production and raves. 
Through-flow means that each year a specified number of agents will enter 
the system, this models the ageing population and continual entrance of new 
people. This is more advanced than in the Northern Soul model in which the 
assumption was made that the population was from one broad generation. 
Production means that agents now have the chance to make records and 
raves allow DJs to hold large rave events. The workings of these three new 
methods are presented below.
Production
The following describes the assumptions made to model production. New 
records are now produced and these records are distributed directly to DJs, 
as occurred in the target history. The literature reports that artists have some 
experience with music, as they need some form of music to copy or be 
influenced by, therefore in this model artists will only be from the clubber and 
DJ classes of agents. Artists try to express their current tastes musically, but 
are hampered by their skills, and as such novices are more exploratory in
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their production, as discussed in the House music chapter. Agents’ skills are 
represented by their subcultural-capital, as the literature indicated that 
knowledge of music and clubbing is related to production skills. As agent’s 
subcultural-capital increases so does their ability to produce music which 
accurately reflects their current tastes.
These assumptions are modelled as follows. Record production occurs in the 
production and distribution phase of the model. In each round clubber and DJ 
agents have a probability of making a record, the ones that do will be referred 
to as ‘artists’, but are not a separate class of agent, as they can come from 
either class. An agent’s chance of making a record increases the higher its 
artistlc-success variable. This variable starts as the agent’s status-need 
variable and increases if the record is purchased by a DJ, representing how 
success encourages further production. When an artist makes a record one 
copy is produced, this has the properties of a name, to identify it, and a 
sound, represented as a point in sound space. The record’s sound is 
randomly chosen from a range which centres round the artist’s current taste, 
the size of this range decreases the higher the agent’s subcultural capital, 
representing its production skill (this is similar to range-of-tastes). This 
random element models how an inexperienced artist can develop new sounds 
from experimentation, whilst more experienced artists will build on their 
experience and so reproduce the same sound.
Agents who have made a record then promote it by trying to get a DJ to play 
it. Each round they approach a DJ from a club they have attended and ask it 
to listen to their record. DJs assess records in two stages, firstly they decide 
whether to listen to it by assessing the artist and if they approve they assess 
the record itself. The DJ assesses the artist on its taste and subcultural- 
capital, where the closer their two tastes and the higher the artist’s 
subcultural-capital the more likely the DJ is to listen to it. This models the 
effect of subcultural-capital increasing reputation and social contacts on the 
scene. If the DJ listens to the record it then decides if it wants it by assessing 
the closeness of the record’s sound to its taste. If it falls within its range-of- 
tastes then the DJ buys it and a copy is transferred to its collection, where
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they have the option of playing it in their playlist. Each round an artist will try 
to promote their new record to a DJ they know, until they find a taker, or there 
are no DJs they know left to try. In this case this record is abandoned and the 
artist returns to having a chance of producing a record again. Artists whose 
records are bought by a DJ get positive feedback, increasing their artistic- 
success, which raises the probability of them making more records. Once a 
new record is played by a DJ it is added to the global record population, which 
represents it getting published, and it becomes available to back catalogue 
searches and clubbers wanting to purchase it after hearing it.
Through-flow: Enter/Leave System
To model the effects of time new agents enter the system and old ones leave 
it as they get old. This creates a through-flow of agents in and out of the 
system and a varying population level. The average number of new agents 
entering the system each simulated year is set by the generation-size 
parameter and a random number, derived from this setting, of agents enter 
the system each week. In the basic model 52 new agents are created each 
year, and enter the simulation as tourist agents aged 16 to 20 with random 
tastes. The parameter random-leavers defines how many randomly selected 
agents will leave the system each year to represent other life commitments 
removing them from the scene. This is set at 10 in the basic model.
As in the Northern Soul model, agents' involvement and enjoyment in a scene 
affects their likelihood of remaining in it, which is modelled as their desire-to- 
go-out variable. To recap, this is set at an initial normally distributed random 
value between 0 and 0.5 and increases if the agent enjoys the club and 
decreases if it does not. This value also fades at the rate of about 0.04 a year 
which means that, if they don’t get involved in a scene, the maximum length of 
time an agent stays in the system is about 12 years and the mean about 6 
years. The figures below give details of the population produced when agents 
do not go clubbing, and so leave the system as random leavers or through 
age fading their desire-to-go-out Figure 9.1 shows that for an initial 
population of 26 with an average increase of 26 a year the population rises to 
about 130 and remains broadly stable about this level. Figure 9.2 shows the
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age of the population for agents in 3 runs after 100 rounds. This is skewed 
towards more younger members aged 18-21 and a declining number of older 
members, which fits the qualitative accounts of the target population.
Figure 9.1: Model population growth and variation over 2500 rounds (with no 
clubbing).
160
140
120
100
80-
60-
40-
2 0 '
500 1000 1500 2000 2500
Rounds
Figure 9.2 : Three snapshots of the agent’s age distribution after 100 rounds 
(with no clubbing).
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Raves
The last addition to the model is to allow large raves to be held. As described 
in the previous chapter an important feature of the early UK House scene was 
the occurrence of large raves. These were large outdoor events, generally 
held in rural areas, which could hold large numbers of people. The main 
differences between raves and club nights are that the raves have a much 
larger capacity and the organisers have less overheads, and so need a 
smaller percentage of the maximum attendance to break even. Raves are 
modelled as the largest club size with a 100 capacity and the minimum 
attendance required is much lower, set at 10 in this model. The second 
difference is that most raves were illegal and could be prevented by the 
police. The history of the police’s relation with these large outdoor events was 
that the initial events were successfully held, with the organisers 
outmanoeuvring the police. But the police gradually got better at stopping 
raves and the additional legal powers supplied by the Bright bill meant that in 
the end the police managed to stop any illegal events.
To model this there is a global bust-rave variable which is a probability that an 
event will be stopped. This starts at 0 and increases every time a successful 
rave is held, as the police superiors get blamed for letting it happen. Every 
round a DJ tries to hold a rave there is a bust-rave % chance that it’ll be 
stopped. If this happens the fans who attended do not go to any events, but 
they blame the police rather than the DJ, and so only slightly decrease their 
value for the DJ. The bust-rave variable increases by a defined amount each 
time a rave is held, 0.02 in the basic model, so after 50 raves the police will be 
stopping all the raves. DJs take into account the risk of the police stopping the 
event and so the chance of them holding a rave decreases as the busts-rave 
variable increases.
Parameter settings
To take into account the historical and cultural differences between the 
scenes the parameter settings of the House model are slightly different from 
the Northern Soul model. As described in the last chapter the popularity of the
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music scenes of the 1980s were declining and the music media were actively 
looking for the ‘next big thing’. Ideally this would be incorporated in the model 
as the music media’s circulation is linked to the popularity of the music they 
cover. But in this model it is adjusted by the mass-media-subcultural-capital- 
trigger parameter, which sets how mature a scene has to be for the mass 
media to cover it. In the Northern Soul model this was 0.5 as the scene had to 
be mature enough for it to attract the attention of the mass media, but in this 
model it is reduced to 0.3, as the media is looking for new scenes to report on.
The House target system is much larger than the Northern Soul one and there 
are no data on the number of records or possible attendance, so it is not 
possible to specify the scale of the model. Instead estimates are made of the 
number of records and clubbers. The model is initialised with a seed group of 
10 clubbers. This is larger than in the Northern Soul model and represents the 
group of friends who encountered House in Ibiza and imported it into London. 
There is an initial back catalogue of 50 ‘House’ records which DJs and 
clubbers can find, which represent the small number of records imported from 
Chicago.
The cultural differences of the scenes are modelled in two ways. The House 
model has a higher word-of-mouth setting. The data indicate that the scene’s 
growth was faster. One reason for this may have been that the new use of 
ecstasy increased the chance that new attendees would tell further potential 
attendees about the experience. This is because it was a new experience, 
rather than a variation of an old one and so it is hypothesised that this would 
have increased the amount that people talk about it positively. The second 
reason for the increased word-of-mouth setting is that the promoters used 
pirate radio stations rather than leaflets. The availability of cheap equipment 
which could be used to set up pirate radio stations enabled the promoters to 
access large number of potential attendees, as they broadcast over small but 
densely populated urban areas. This is another example of the availability of a 
new technology enabling the scene to develop in new ways. The fact that 
pirate stations were illegal means that they have a higher subcultural status 
than normal ones.
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The final difference is that the record-find feedback parameter is smaller, 
down to 0.003 from 0.005 as the subculture’s focus was on enjoying the 
experience and placed a much lower value on scene and record knowledge.
Target and Stylised Facts
The target for this model is the London House music scene and its 
development into further House subgenres, eventually leading to the creation 
of the new Jungle genre. Data on the House music's scene’s development is 
even more problematic than the Northern Soul scene. In the Northern Soul 
scene the central clubs were well documented and there were relatively few 
small peripheral clubs. With House the scene rose quickly and the majority of 
events were illegal raves with no evidence about their size or regularity. 
Estimates of attendances have the problem of counting large numbers of 
people in a field and these estimates are then prone to biases depending on 
who is providing the information: be it organisers trying to say how large and 
wonderful their events are, the police saying how minor a disturbance they let 
happen or the media saying how large an event they are covering. Showing 
the scene’s attendance over a year is another difficulty, as the events were 
seasonal with raves held in mostly the summer months. To estimate the 
scene's development, the various qualitative accounts available have been 
combined to produce annual estimates which are shown in figure 9.3 below. 
This is based on the figures given in the sources for attendances and 
club/rave sizes and averaged to give an estimate figure, which, whilst making 
no claims to be accurate, shows the pattern of development of the scene.
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Figure 9.3: Estimate of scene size by year for the House and Jungle Scenes
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Both scenes follow the initial developmental phases described above for 
Northern Soul: gestation, growth and spurt. After the spurt phase the scenes 
both reach a stable level rather than stopping. The reasons for this will be 
discussed below. Note that as the House music scene fades and the Jungle is 
in its spurt phase some of its members transfer to the Jungle scene. This is an 
example of how scenes are embedded in the cultural environment and what is 
happening with one affects the other. The table below shows the phase 
categories that have been applied to each scene. The next section discusses 
the results of the simulation and compares them to this target history.
Figure 9.4: Phase categorisation of scene development.
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Macro Overview of Simulated Histories
Summarising the histories produced by the subculture simulation is difficult as 
a wide range of different histories are produced. This model allows the 
emergence of multiple subcultures and different musical genres and 
subgenres. The data which was used for reporting the Northern Soul model
1997
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on the macro level of all club’s attendance doesn’t give much insight into each 
run’s history, as the simulated attendance measure is for all the subcultures 
combined, rather than genres and subgenres. The best way to split the 
population into different subcultures of clubbers is to look at the radio stations 
where the DJs place their adverts. DJs will not place an advert with a radio 
station outside its range-of-tastes and so each scene will have its own radio 
station. This gives us an indicator of the number of different genres in each 
run. It should be noted that each radio can be advertising events for various 
subgenres, as each agent’s range-of-tastes is subjective and related to their 
subcultural capital.
Figure 9.5 below shows the total attendance of the clubs advertising in each 
radio station over 100039 rounds, for 10 runs, with the different colours 
representing a different radio station. These graphs do not show the taste of 
each radio station and so hide the fact that some radio stations change tastes 
over time and some close and a subsequent one starts of the same taste. 
However where two or more radio stations are operating at the same time 
they must be of different genres. This graph provides an overview of the types 
of histories produced and the examples will be discussed in more detail 
below.
This simple overview shows that in each run there is a main subculture, the 
simulated House subculture, which lasts the majority of the simulated time 
period and that one or more new subcultures emerge later. The start of the 
House subculture has the same history as the Northern Soul simulation and 
follows the phases presented in the Northern Soul simulation chapter of 
gestation, growth and spurt. The main difference is that in the growth phase of 
runs 4, 6, 9 and 10 the feature of raves being prevented by the police means 
there are some fluctuations in the attendance levels. The spurt phase is 
prolonged in this model and can be roughly categorised into three types: rise
39 1000 runs were chosen as observation found this gave new subcultures the time to rise and 
the possibility of the original one to have a resurgence. The model suffers from positive 
feedback in terms of the time required to perform long runs. The model takes longer to run the 
more records in the system, so as agents make new records each round takes a little bit 
longer to run. There is a variation depending on the history produced but each run took about 
8 hours to complete.
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and fall, as in runs 10, 9, 6 and 4, where attendance levels increase to a peak 
and declines; stability, such as runs 7 and 5, where a roughly stable, high 
attendance level is maintained across the phase; and peaks as in runs 1, 2 
and 3, where mass media coverage creates peaks in attendance. However, 
these are very rough groups as run 8 shows both peaks and rise and fall 
features. The decline of these subcultures can either be gradual as in runs 10, 
8, 6, 4 and 2 or feature a steep decline as in the rest of the runs. In most of 
the runs the subculture remains in existence across the run and has some 
increases in popularity towards its end. The clearest example is in run 4 
where the subculture has a resurgence of popularity towards the end (with run 
2 having a resurgence towards the end and run 7 having an increase right at 
the end).
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Figure 9.5: Macro summary of total attendance of clubs per radio station.
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In these runs two or three additional subcultures emerge. The second 
subculture tends to rise as the first declines, though this can be early, as in 
run 3, late as in run 10 or not at all as in run 2. These new subcultures follow 
the growth pattern described, but are not as large as the initial one. Towards 
the end of most of the runs there is another growth in attendance levels which 
can be spread across one main subculture as in run 9, two subcultures as in 
runs 1 and 4 or three subcultures as in run 8.
As with the Northern Soul analysis the run which appears closest to the target 
system will be discussed in detail, and comparisons between the simulated 
history and the target made. These histories are analysed in two sections, the 
first looks at the rise of the simulated House subculture. The second section
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looks at the emergence of subsequent genres and discusses their similarities 
to the history of the Jungle subculture.
The Rise of House
The development of the House music subculture is described in two sections, 
the first looks at the growth of the scene and the second looks at the process 
where the scene split into subgenres. Figure 9.6 below summarises the 
development of the simulated House subculture for the first 320 rounds of the 
model, which covers the rise of House and its subgenres. The rise of House 
follows a broadly similar pattern to those summarised in the target data and 
the same phases are applied. The main difference is that after an early peak 
in the spurt phase the attendance of the scene continues to grow to a higher 
level. This is because this figure is from the simulation and includes the 
subsequent subgenres of House which emerged, whilst those summarised 
from the data report only the House genre. Unfortunately the data sources 
focus on telling the story of the rise of the House genre and do not report any 
figures on the attendance of clubs of these subgenres, so to validate these 
the qualitative accounts will be used. In this example the gestation phase lasts 
from 0 to 65, the growth from 66 to 95, the spurt from 96 to 110 and the 
subgenres phase from 110 to 310.
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Figure 9.6: Macro information for run 4
12 5 -
1 00 -
§  7 5 -
5
5 0 -
2 5 -
0-
0 1 2 3 4 5 6 7 8 9 1 1 1 1 1 1 1 1 1 1 2 2 2 2 2 2 2 2 2 2 3 3
0 0 0 0 0 0 0 0 0 0 1 2 3 4 5 6 7 8 9 0 1 2 3 4 5 6 7 8 9 0 1
Rounds
Gestation
Spurt
Subgenres
Attendance
Number of 
Clubbers
Number of DJs
Mass Media
Growth
The phases of the history follow the same pattern as the target history. In the 
gestation phase the scene grows at one club and the number of members of 
the scene increases over the number of attendees. In the growth phase a 
second club opens and the attendance matches the number of members. In 
the spurt phase the mass media report on the scene and attendance 
increases rapidly, over that of the number of scene members. After the spurt 
phase there is a decline in attendance, but the number of members of the 
scene continues to grow. In the subgenres phase the attendance rises up to 
similarly high levels as the spurt phase and whilst these levels fluctuate they 
continue to remain high over this period. The number of clubbers grows to 
much greater than the scene’s attendance and continues to remain high until
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a decline towards the end of this phase. In this phase the number of clubs 
fluctuates, but increases at the start and middle and the mass media report on 
the scene frequently. The gestation, growth and spurt phases model the 
reported growth of the House subculture and the continuing subgenres phase 
models the development of subsequent subgenres. The development of the 
House subculture is discussed next in relation to the target history.
Gestation Phase
In the gestation phase of the House scene the core members opened small 
clubs such as Schoom and Future. At these clubs intimate crowds of close 
friends explored the available back catalogue of Chicago House music and 
the subculture's taste for House music and fashions of loose clothes and the 
smiley face was set. The attendees greatly enjoyed these events and 
attendance rapidly increased as friends invited friends. The demand for 
Schoom quickly outgrew its capacity and they had to employ the DJ’s wife as 
a doorkeeper to limit entry. This upset many original attendees who could not 
gain entry.
In the simulation the seed clubbers collect records from the back catalogue 
until one starts a club. This is DJ 52 shown in figure 9.7 below. The 
attendance of this club quickly rises to the maximum as other seed clubbers 
and tourists with similar tastes attend. The two positive feedback processes of 
subculturisation, described in chapter 7, occur: attendees enjoy the event and 
so their tastes are influenced by it and become even more similar; enjoyment 
of events increase agent’s desire-to-go-out variable so their likelihood of 
attending and being influenced further increases. The stronger effect of the 
spread of information by word of mouth means that more tourist agents try to 
attend events than in the Northern Soul model. The difference in subcultural 
capital between the tourists and the original members is small, so all rate the 
crowd highly and hence enjoy events. This means that more tourists become 
regular clubbers. Once the maximum attendance of the first club is reached 
the scene keeps growing, but the weekly attendance remains at the clubs’ 
capacity. This means that many clubbers who wanted to attend were unable 
to, as reported in the scene’s history.
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Growth Phase
In the growth phase of the House subculture, the scene’s popularity increased 
and new, larger, clubs were opened by attendees of the first clubs, notably 
Paul Oakenfold opened Spectrum, Ian St John started The Trip and Boys 
Own started smaller rave events in the countryside. These clubs played 
similar music to the first clubs, with their playlists being mainly made up of 
records they had heard there with increasing additions of new finds from the 
back catalogue of House records and the first wave of home produced 
records. Interest in the scene continued to grow as word of mouth spread the 
news about the scene and pirate radios were set up to advertise events and 
play the music.
In the example run of the simulation the growth phase begins with the opening 
of a second club by DJ 105. The high demand for attendance at the initial 
club lead this DJ to open a large rave event and its attendance quickly rises to 
about 20, with some fluctuations to 0 when the police stop events. The 
opening of one large rave in the growth phase means that the scene does not 
become split over several small clubs, but between the rave and the original 
club. This means that there is a core of clubbers at both events which keeps 
the clubs open. Over this period the scene grows from 10 clubbers to over 30. 
In the simulation all rave events were set as having high capacities and so the 
opening of this event stops the need for other smaller clubs to open. In the 
target the initial raves were of smaller capacity and were one off events so 
there was a demand for regular clubs. The model simulates the higher 
demand for clubs in this phase, but meets it with one rave rather than several 
clubs. The modelling of raves is discussed in more detail below.
In the first two phases the majority of tourists go on to become clubbers, 
because their similarity in tastes and low difference between subcultural 
capital levels mean they are likely to assess the club highly. Figure 9.7 below 
shows that the first club’s attendance is made up of 1 seed clubber and 3 
tourists who become clubbers that round. From then on the attendance is 
mainly made up of clubbers and most of the tourists who attend go on to
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become clubbers. In the early stages the crowd’s tastes are spread, but as 
the subculture forms they become closer. At this stage tourists are less likely 
to become clubbers as their assessment of the crowd’s similarity is spread 
across a wider range of tastes. As the members of the scene become more 
similar in tastes any tourists who assess one positively will assess most of 
them positively and so as the crowd becomes more similar there is more 
chance that the tourists will become clubbers. This creates a third positive 
feedback process where the more similar the core members become the 
more likely the scene is to expand.
262
Figure 9.7: Composition of crowd for DJ 52
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Figure 9.8 below shows the attendees at the second club to open. The zero 
attendance gaps are when this rave event was prevented by the police. This 
shows that the bulk of those attending are clubbers who have become 
interested in the scene from the first club and so the scene expands. All of the 
tourists who attend go onto become clubbers, increasing the size of the 
scene. The dominance of regular clubbers ensures the club is maintained and 
the low subcultural capital difference between clubbers means that they 
assess the crowd highly. There is initially a low subcultural capital difference 
between the clubbers and any tourists, so most go on to become clubbers. 
This difference increases over this period, as clubbers gain experience, and 
towards the end few visiting tourists go on to become clubbers.
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Figure 9.8: Composition of crowd for DJ 105
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As with Northern Soul this phase is a period of reorganisation as new clubs 
open to meet the demand, but unlike the Northern Soul model the scene size 
continues to grow in this period. The through-flow feature in this model means 
that more agents with similar tastes are entering the system. Some of these 
will hear about the clubs by word of mouth, because their tastes are similar, 
attend a club and go on to become clubbers. The crowd’s assessment of the 
club follows the same pattern as the Northern Soul model. Agent’s 
assessment of the crowd starts high, as they start off broadly similar, and 
increases as they become more similar. The agent’s assessment of the music 
starts high, as they are mainly impressionable tourists, then declines as they 
become familiar with the DJ’s limited playlist and then climbs again as the DJ 
gains experience and starts to procure more suitable records. This level 
fluctuates as the DJ changes its playlist from crowd feedback and records 
gained and has varying success at finding a suitable playlist for that particular
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crowd. The agents’ desire to go out variable starts low, as the crowd is made 
up of uninvolved tourists, and increases due to the feedback process 
previously described, as they become increasingly involved in the scene.
In this phase production starts as fans begin producing their own records and 
these start to be played by DJs. The playlist of the first club is shown in figure 
9.9a below. For most of the gestation period the records are exclusively from 
the back catalogue, with some artist ones being played towards the end. 
Towards the end of this period the clubbers (and DJ) have attained higher 
subcultural-capital levels and so start making records, some of which are 
played by the DJ. The agents have low subcultural-capital \eve\s so these 
records have a wide range of sounds and only a few are close enough to the 
DJ’s tastes to make its playlist. In the growth phase a new club opens which 
brings new back catalogue finds into the system. These records are new to 
the original DJ’s audience and of a closer sound to its current tastes than the 
artist’s records and so as the DJ receives them they come to make up a larger 
part of its playlist.
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Figure 9.9a: Composition of DJ 52’s playlist for first 2 phases.
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Gestation Growth
The second wave of DJs, such as DJ 105 shown in figure 9.9b below, start by 
playing mainly records that they heard in the initial club and bought from the 
chart, or their own finds from the back catalogue. The early artist’s record in 
this chart is one the DJ has made itself, which corresponds with the target as 
many early DJs went on to become artists. Its playlist then become 
increasingly made up of records from the DJ chart and from artists. As before 
the records it gets from the DJs chart are more likely to be new to its audience 
and closer in sound to its current tastes. The longer the club is open the more 
records from artists appear on the playlist, because as the scene grows there 
are more artists with higher subcultural capital levels and so more chance of 
them producing records to the DJ’s tastes. Demand for new records
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increases, as the longer the DJ has been playing, the greater the chance that 
its crowd is getting bored of its playlist, so the demand for new records is 
greater.
Figure 9.9b: Composition of DJ 105’s playlist in the growth phase.
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Chart 9.10 below shows the number of DJs in the growth and spurt phases. 
This shows that there are two DJs for most of the growth phase and towards 
the end of the growth phase several new clubs open resulting in 6 clubs open 
at the start of the spurt phase. This is interesting as these clubs are not 
responding to the extra demand created by the mass media reporting, but are 
opened by attendees of the initial club who are responding to the demand of 
clubbers who would prefer to go there, but cannot gain entry and so attend 
the rave. This means that the clubs already existed when the mass media 
started reporting on them, rather than as in the Northern Soul scene where
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several clubs opened in response to the media created demand. This 
corresponds with the target where Ian St John comments that they were lucky 
enough to set up their club just before l-d magazine ran a feature on the new 
House scene, as quoted in chapter 8. The simulation results suggest this was 
not as lucky a coincidence as might be imagined.
Figure 9.10: Number of clubs in the growth and spurt phases
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Growth Spurt
Spurt
In the target history from the autumn of 1987 the mass media, such as the 
Sun newspaper, started to report on the growing House scene and create a 
large interest in it. This started the ‘summer of love' period of 1988 where
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large rave events were held around the M25 circular40. A third wave of 
organisers start opening clubs and holding large raves to cater for the 
increased interest. These played music from across the scene’s short history 
to the new fans who had not heard most of them. Over this period the police 
increasingly stared to stop raves until most events were prevented. The influx 
of new, inexperienced, attendees started the splitting of the scene. The 
original attendees do not like these newcomers and tried to differentiate 
themselves from them by preventing access to their clubs and developing 
different fashions and tastes. This fractionalization process is increased by the 
change from raves to clubs as the new clubs become specialized.
Figure 9.11 below shows the attendance of each club over the first four 
phases. This shows that the clubs from the early phases continue into this 
phase and the attendance of the existing rave event increases dramatically. 
The third wave of new clubs which opened towards the end of the growth 
phase struggle to gain enough attendance and most are short lived and only 
one new club survives into the next phase. The media creates a large 
potential audience, but the large size of the rave events means that these 
events have the capacity to entertain this new audience. The new tourists 
randomly choose from the available clubs, whilst the original clubbers prefer 
to attend the first two clubs which they know. This means the attendees of the 
new clubs are tourists or new clubbers who have a low desire to go out and 
so do not provide them with regular attendees. The original clubs have their 
regular attendees to ensure their survival, and this gives any new clubbers 
attending them the time to develop from irregular to regular attendees.
40 This is another example of a new technology enabling possible behaviours, as the newly 
built M25 gave Londoners easier access to the surrounding countryside.
Figure 9.11 : Attendance of each club over the first 130 rounds of the
simulation.
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Gestation Growth Spurt Subgenres
A rave event started in the growth phase which had the effect of gradually 
increasing the bust-rave variable. By the time the mass media started 
reporting on the scene, and the rave started attracting really large audiences, 
there is a high probability the police will stop the events, as over this period 
the frequency of busted events increased. In the simulation there is only one 
rave event whereas in the target there are several events held by different 
organisers. This is because raves were modelled as weekly events, the same 
as club nights, whereas in the target they were held irregularly. So the 
simulated weekly raves can be seen to represent the rave events of several 
different organisers.
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The spurt phase increases the scene’s size, but changes the crowd’s music 
tastes and begins a fracturing of the scene. The effects of the mass media are 
different depending on the type of club, so three examples are discussed: the 
effects on core, rave and peripheral clubs. Figure 9.12a shows the crowd 
composition from the original, core club. The attendance of the original club 
becomes invaded by tourists, but maintains a majority of original clubbers. 
This is because the tourists will randomly choose clubs from those available 
whilst the clubbers will try to attend their favourite club first. However the large 
number of tourists and the random selection process mean that some tourists 
gain entrance. The mixed crowd meant that each group assessed the crowd 
lower and so only a few tourists with similar tastes went on to become 
clubbers at these clubs. The presence of tourists in this club means that the 
original clubbers, who have the highest subcultural capital of the subculture, 
assessed the crowd lower and change their tastes away from them to 
differentiate themselves. The number of tourists who attend this club 
decreases over this phase as more clubs open and so the random club 
selection process distributes fewer tourists to each club. The large number of 
original clubbers who rate this as their first choice club means there are 
always more clubbers wanting to go. But those that do go are affected by the 
changing crowd. This is similar to the target where the reputation of original 
clubs last much longer than their golden period of enjoyment, and clubbers 
often report how it was much better in the old days.
The DJs take their feedback for record enjoyment from the wider crowd, so 
they start to play older classics, which the new attendees have not heard, but 
which the original attendees have, so further lowering their enjoyment of the 
clubs.
271
Figure 9.12a: Crowd composition for core club, DJ 52.
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Figure 9.12b shows the crowd composition from the rave event. The large 
capacity of the rave event means that it can continues to attract its regular 
clubbers and any tourists that want to go there. The larger number of tourists 
at these events mean that initially more tourists assess the crowd high 
enough to go on to become clubbers, but over this period the subcultural 
capital gap between clubbers and tourists is increasing to the point where the 
tourists do not want to get involved in the scene and the clubbers are 
differentiating their tastes from the tourists. As the event is increasingly busted 
the clubbers rate it lower and attend other clubs, for example the core club 
discussed above which is losing members from the tourist influence. After the 
long period of busts, the crowd size decreases, but is made up of more 
tourists, which means that some of these are becoming clubbers again. This 
rave shuts after the mass media stop reporting on the scene in round 110, as 
the crowd is mainly made up of tourists who stop attending and so the events
i !  Clubbers 
□  Tourists 
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become no longer financially viable. It is interesting to note here that the 
police do not stop these events directly by their raids, but indirectly by putting 
people off attending them.
Figure 9.12b: Crowd composition for rave club, DJ 105.
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Figure 9.12c shows the crowd composition of a peripheral club. This example 
is for DJ 58, a rave event whose club shut after this period. Because it is a 
new club the original clubbers will not attend it unless they cannot get into any 
of the clubs they prefer. This club is new so it does not have any regular 
clubbers and its initial attendance is made up of tourists. These have similar 
subcultural capital and assess the crowd highly and those with similar tastes 
go onto become clubbers. The high bust rave setting means that the event 
was stopped on several occasions, and this lowers the clubbers’ assessment 
of it and makes it more likely that they will attend other clubs. The high 
number of tourists with a range of different tastes mean that those clubbers
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that do return assess the crowd lower and put a lower value on the club, so 
are likely to try other clubs which have a higher number of clubbers with the 
same taste in attendance. In this way these peripheral clubs serve to bring 
clubbers into the scene, but they exist only so long as the mass media is 
drawing tourists into them.
Figure 9.12c: Crowd composition for peripheral club, DJ 58.
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Music
The sources of the music played at these clubs differ. The playlists of the 
established clubs, such as the original DJ 52 shown below, becomes 
predominantly made up of records from the back-catalogue and artists. The 
increase in the number of DJs brings more new back-catalogue record finds 
into the system and as the older crowd has higher subcultural capital its artists
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are more frequently making records of the right sound. The playlist of the new 
artists, such as DJ 47 below, is made up of records it has gained from its past 
experience as a clubber, either from the chart or back catalogue, and the 
current records from the DJs chart, which are more likely to be close to the 
current scene’s tastes.
Figure 9.13a: Playlist composition for core DJ 52
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Figure 9.13b: Playlist composition for new DJ 47
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Subgenres
This model was built from data on the growth of the House music scene and 
aimed to model this history. The data on the development of subgenres was 
limited and not analysed in detail. This was because the size of the large 
fragmented scene meant that there is a large amount of activity with lots of 
clubs of differing tastes, so the subgenres are reported on as part of the larger 
House scene and the crowd is now very mixed. Therefore it is difficult to 
describe this as a clear history, as has been done with the beginning of the 
House and Jungle scenes. Part of the problem is defining genres and 
subgenres, which, as discussed in chapter 2, are interpretative labels. Simply 
defined genres are a higher level umbrella terms for a collection of one of 
more subgenres, with the subgenres being similar in terms of sound and the 
people producing them. In the model a subgenre is defined as being within 
the global range-of-tastes of the initial genre.
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Despite this problem the simulation models this period and the events fit the 
limited known qualitative facts, as well as providing insights into how this 
section of the history may have developed. For this reason this period is 
discussed mainly in terms of the dynamics of the simulation with little 
validation against the data. The process of the development of these 
subgenres is similar to that of the new genre Jungle, on which there is more 
data, and where the dynamics discussed are applicable they will be compared 
to events from this scene to avoid repetition. The final section will then 
discuss the difference between the development of a new genre and a 
subgenre.
In the target system, as the House scene grew, it became of a size where it 
was considered to be part of the mainstream. The number of raves declined 
as the police gained the experience, legislation and operational status they 
needed to stop most events. The scene moved back to the clubs in London 
and fragmented into various subgenres and some of the new clubs became 
specialised in these new sounds. The new subgenres were developed by 
different groups exploring the different possibilities of the new equipment and 
developing styles from the original House sound. These groups tried to use 
the new sounds to define their identity and make themselves distinct from 
other groups. The older clubbers developed Progressive House and Ambient 
subgenres, whilst the new fans respond by producing their own types of music 
such as Gabba, Toy Town rave and Breakbeat. The popularity of the wider 
scene continued throughout the 1990s, although it declined somewhat from 
1995 onwards with a recent, smaller increase in popularity.
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Presenting the further growth of the House scene and the development of its 
subgenres is difficult as the histories develop simultaneously, the phases 
overlap and there is interaction between the development of the subgenres. 
Figure 9.14 below shows the macro level features of the system and the 
approximate phases applied to the continuation of the House scene and the 
rise of its subgenres. The House scene has a new phase ‘reorganisation’. In 
this the mass media stop reporting on it and the attendance level declines, 
from about 75 to about 50, as tourists stop being drawn into the scene, before 
rising, back to 75, and then growing slowly. In the House spurt phase the 
mass media start reporting on the scene again and, after a brief increase in 
attendance, the attendance levels start to decline. Simultaneously with this 
the subgenres are growing in their gestation phase, these move straight into 
the spurt phase and there is a period of increasing attendance. This is 
followed by a slow decline in attendance over a long period for both 
subgenres and House, with a sharp decline towards the end of this stage.
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Figure 9.14: Macro level details for the subgenre phases.
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House Reorganisation
The reorganisation phase starts with a large population of clubbers, but a low 
overall attendance, as the clubbers are not enjoying the clubs and so their 
desire to go out is decreasing, creating irregular attendance. The early part of 
this phase sees the closing of the large rave and the opening of several clubs 
which become increasingly popular and the attendance rises to nearly the full 
scene size. Because of the high bust-rave value, the DJs opening these clubs 
select the legal club sizes of 10 and 20 and no more rave events are held.
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This corresponds to events in the target system where the House scene 
moved to large raves in the countryside before returning to clubs in London.
At the start of this phase the scene comprises of a wide range of members 
with differing subcultural capital levels, experiences and tastes. As described 
above, many of the original members, with higher subcultural capital, have 
changed their tastes away from the newcomers and these will go on to 
develop new subgenres. The central House scene continues and is made up 
of fans of low to middle subcultural capital. To look at how the scene fractions 
into subgenres the tastes of fans and DJs needs to be examined. This can be 
summarised by the mean sound of the DJs playlist, which approximates to the 
current sounds it is playing. Figure 9.15 below shows this for the first 140 
rounds of the simulation. It shows that the central House sound continues 
over this period and that two subgenres emerge. The range of sounds played 
by the House DJs start by varying around the 50 mark of the original sound, 
as the DJs randomly find records from the back catalogue. This random drift 
become set as the DJs play the sounds closest to their tastes and get better 
at finding records which fit this. In this way from the wide band of the initial 
back catalogue of sounds of 40 to 60 the House sound becomes defined at 
around 52.
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Figure 9.15: The mean sounds of DJ’s playlists
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Shortly after the first House spurt phase (round 110) two clubs open which 
play records from new subgenres. These are DJ 109 which starts with a mean 
taste about 40 in round 111 and DJ 16 which starts with a mean taste of about 
60 in round 117. The sounds of these clubs move further away from the 
original House sound over time. The new subgenres start at one club and 
continue to grow, so that towards the end of this phase several new clubs of 
the same sound open up. These events all use the same radio station and are 
part of the same scene, which was generally labelled as the House scene, 
with the House sound becoming one of three subgenres within that scene.
After the rave event finished the clubbers return to the available clubs and the 
system reorganises, as fans find the most suitable clubs for them. The House 
scene continues at the central clubs which survived the spurt phase and new
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ones open to cater to the demand. Of the new clubs two are of size 20 and 
one of size 10 continue successfully, whilst several other clubs open but fail to 
attract enough attendance. The crowd of these are made up of irregular 
clubbers with low and middle level subcultural capital whose tastes are still 
close to the House sound. These members try other clubs, including the new 
ones and by a process of self-selection organise themselves into groups of 
similar bands of subcultural capital. As the clubbers try new clubs they will 
rate those where the crowd have similar subcultural capital and tastes the 
highest and so are more likely to go to them again. Over time this leads to the 
clubbers organising themselves into clubs with similar levels of subcultural 
capital. This means they start enjoying clubbing again and regain a high 
desire-to-go-out and the weekly attendance increases to near the scene size.
This organisation is shown in figure 9.16 below with examples from three 
clubs. Once the tourists stop attending the clubs in round 109 the mean 
subcultural capital of the crowd increases. The higher subcultural capital 
attendees start to attend club 48, but as this club has attendees of lower 
subcultural capital they soon prefer 52 and that becomes the club for the more 
experienced members. The clubs 47 and 48 attract those clubbers with lower 
subcultural capital, though there is some variations as clubbers can't always 
get in their first choice clubs. The subcultural capital levels of these clubbers 
continue to rise over this period as they gain experience. This falls at about 
round 140 as the mass media report on the scene again and new tourists start 
to attend the club.
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Figure 9.16: Mean subcultural capital level of crowd for three House clubs.
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In the period of reorganisation attendees continue to enjoy the clubs as the 
crowd is increasingly made up of similar level subcultural capital members. 
New membership stops at the club with the higher subcultural capital, as the 
subcultural capital level between the crowd and tourists grows too large for 
new members to be interested. At the club with lower level subcultural capital 
there are still some new clubbers, 3 join in this period, but this growth is 
slower than before. The music at these clubs remains broadly the House 
sound, but this broadens as more records are made about the sound, and 
tastes change. Most of the records are now made by artists in the system, 
whether the DJs have got them directly from the artist or via the DJ back 
catalogue.
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Subgenre gestation
The new subgenres are started by the original members of the House scene 
who have high levels of subcultural capital and want to change their tastes 
away from those of the inexperienced newcomers. These agents started 
changing their tastes and decreasing their desire-to-go-out in the spurt phase 
in response to the tourist invasion. There is a break between their stopping 
attending the House clubs and the setting up of the new subgenre clubs. Over 
this period these experienced clubbers, who have higher subcultural capital, 
start producing records nearer the new sound. The first DJ to open a club is 
one who has collected enough records near the new sound to make a playlist. 
Most of these records are ones the DJ has made itself, as new records cannot 
come directly from artists until they have been to a club. The initial attendance 
of these clubs is mainly clubbers disillusioned with the original House scene 
and a few tourists, most who go on to become clubbers, as shown in figure 
9.17 below.
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Figure 9.17: Composition of club attendance for new subgenre club.
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The scene grows slowly as some of the clubbers attending are leaving the 
scene and some joining. One assumption of the model is that agents’ 
subcultural capital level decreases as they change their tastes, assuming that 
the skills and experiences of one taste are of less value to another taste. This 
means that most of the House clubbers who attend these events have a low 
subcultural capital and the scene becomes accessible to tourists. The oldest 
members from the original House scene have changed their tastes away from 
House slightly, but their high investment in House means this change is small 
and so the only clubs in their small range of tastes are clubs of the House 
sound, their assessment of the music and crowd at these is low and their 
desire to go out continues to fall and they eventually leave the scene.
House clubbers with mid-level subcultural capital who attended House clubs 
with a large proportion of tourists move their tastes further away from the
111 Clubbers 
□  Tourists 
l~~l New Clubbers
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House sounds and decrease their subcultural capital further, so will assess 
the club positively and continue to change their tastes towards the new sound, 
further lowering their subcultural capital, and go onto become regular 
members. New House clubbers who then attended one of the original clubs, 
where most clubber had a high subcultural capital, will change their tastes 
furthest towards the new sound and so assess it the highest, but their clubber 
status means that they have a higher desire to go out.
This means that there are enough regular attendees to keep the new club 
open and enable newer clubbers to undergo subculturisation, which 
consolidates the tastes of the new subculture and increases their desire to go 
out. The overall effect of these changes is that the mean subcultural capital 
level of the new subgenre clubs is decreasing, as shown in figure 9.18, 
meaning the scene becomes more accessible to tourists over time.
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Figure 9.18: Mean subculture capital level of crowd for new subgenre clubs.
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The music’s sound at these events gradually moves further away from that of 
original House sound (see figure 9.15 above). This is because to launch the 
club the DJ mixes the new records of the new sound it has made with its 
House tracks whose sound is towards that of the new subgenre. Once the 
club has started the DJ gets more new records directly from artists and so can 
produce a playlist which reflects its current tastes which are further away from 
the original sound. Figures 9.19a and b show the source of the playlists for 
the two DJs who start these subgenres. DJ 16 starts playing more records 
from the House scene, the chart and back catalogue records and these are 
gradually replaced by artist records. This explains why its mean playlist value 
starts closer to the House music sound but quickly moves further away. The 
playlist of DJ 109 starts made up of mostly artist records and so begins further 
away from the House sound, but does not move so far away. This
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correspond with the data on the Jungle scene where the initial records played 
at Rage were those from the House scene with the fastest beats and the DJs 
used additional techniques to adjust this sound and make it more like the 
sounds they were searching for. These records were gradually replaced by 
purpose built ones which directly incorporated the new sounds.
Figure 9.19a: Playlist source of DJ 16.
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Figure 9.19b: Playlist source of DJ 109
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Spurt phases
If they were independent these scenes would develop through the growth and 
spurt phase described above, but they are still part of the House music scene 
and advertise on the same radio stations. As they grow they increase the 
overall chance that the scene will be reported on. The mass media reports on 
a scene when it is large enough and when the crowd are enjoying it above a 
certain level. Because the media see all these clubs as one scene it is over 
the size level to get their attention, so the reason for reporting on it is the 
overall club enjoyment of the crowd, as measured by the crowd’s mean 
assessment of the music and crowd. As described above in the spurt phase 
the tourists in the clubs meant that most agents’ enjoyment declined and so 
the mass media only report on the event for a limited period. As the new 
subgenres grow in attendance and the central scene reorganises into 
subcultural capital bands the overall enjoyment rises over the specified level 
and the mass media start reporting on the scene again.
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The mass media reports on all the clubs advertising on the radio station and 
the tourists choose randomly from these. The subgenres are the rising 
scenes, but the majority of tourists attend the central House clubs as there are 
more of them. The House scene is maturing and the clubbers have higher 
subcultural capital, so the effect of this mass media reporting is similar to the 
Northern Soul spurt phase, where the tourists drove away the original 
clubbers. At the smaller House clubs, where attendees have higher 
subcultural capital, it has the effect of driving out the original members who 
dislike the tourists. As described above those with higher subcultural capital 
will leave the scene and those with mid-level subcultural capital will change 
their tastes towards one of the subgenres. At the two larger, size 20, clubs the 
proportion of new tourists is much smaller, about 4 or 5 new tourists attending 
each week, and so this has a low effect on the regular crowd and these clubs 
keep going, although only a few of the new tourists join. The House subgenre 
continues to be popular, but the scene size is slowly declining and at about 
round 160 several clubs close and the scene reorganises into two clubs.
Over this phase the overall scene has lost most of its older members with 
higher subcultural capital. The House scene continues to be popular, but is 
not attracting new members and the scene size is slowly declining. The 
subgenres grow slowly, as some attendees are older clubbers leaving the 
scene, and the new clubbers undergo the feedback process to change them 
from irregular attendees to regular ones. This means it takes a while for 
demand to grow enough for more clubs to open. The mass media keep 
reporting on the House scene, but the large taste and subcultural capital 
difference between the House crowd and tourists mean that few join and the 
tastes of tourists and clubbers react away from each other. The tastes of the 
tourists can come from both sides of the House sound, so the tastes of the 
older clubbers can be changed in either direction, depending on the crowd at 
a particular event, and similarly new clubbers reacting away from the older 
scene can change their taste in either direction. This corresponds to the target 
as the attempts to maintain exclusive scenes failed and the new subgenres 
attracted attendees of all ages.
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Once the potential attendance of the subgenres causes another club to open 
the subgenres move straight into the spurt phase. This is because the mass 
media is already reporting on the scene and drawing tourists in. The first 
subgenre enters its spurt phase in round 160 as a second club opens up, 
followed by several more, which reverses the global decline in attendance as 
the subgenres now provides extra capacity for clubbers. This can be seen in 
figure 9.11 above, where there is a step up in overall attendance and a 
corresponding increase in the number of clubs. The second subgenre enters 
its spurt phase in about round 190 and there are similar increases in 
attendance and number of clubs.
The subgenres spurt phase is similar to that described above where new 
clubs open to respond to demand and a few continue. The scene has 
changed so there are now more new subgenre clubs than House subgenre 
ones, so tourists are more likely to randomly select a subgenre club. The most 
successful clubs are those that manage to attract a core of regular members, 
as well as introduce new tourists into the scene. There are periphery clubs 
bringing new member in and other similarities to the House growth and spurt 
phases described above.
The mass media reports this scene across this period, but a decline in the 
global tourist population means this has different effects on the subcultures. 
Figure 9.20 shows the global population by agent type over the first 330 
rounds. This shows two sharp declines in the tourist population where the 
mass media reporting draws them into the scene. The first decrease is where 
tourists join the original House scene and the second is where they join the 
wider subcultures scenes. In the first wave most of those tourists with similar 
tastes to the House sound go onto become clubbers. After this the number of 
new tourists joining the House subculture is low, as this population is slowly 
replenished through the through-flow feature. This means that tourists visiting 
this scene are likely to have tastes further away from the House sound and so 
be viewed even more negatively by the existing clubbers.
291
Figure 9.20: The global population of tourist and clubber agents.
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The further away from the House sound the more tourist agents there are who 
have the potential to become clubbers. This means that more tourists will join 
the subgenres, as can be seen by the larger decrease in the number of 
tourists in the second decline when the subgenres were active. An example of 
this change in sound attracting different cultural groups can be seen most 
clearly in the rise of Jungle. The UK House scene had been predominantly 
white, but the Jungle scene, with its closer sound links to rap and reggae, 
became a predominantly black scene. The simulation modelled agents’ prior 
proximity to a sound fairly simply, but this has shown how this relationship can 
affect the development of subcultural growth. As these tourists become 
subgenre clubbers the global tourist population declines so there are 
progressively fewer tourists to visit the House subgenre. This means the mass 
media has a progressively weaker effect and there are less tourists for the 
clubbers to react against so a smaller scene continues.
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Decline
All three subgenres of the House scene decline over the final period ending 
with a sharp drop. As the tourist population declines and the subcultural 
capital gap between clubbers and tourists increases, new membership stops 
and the scene continues as the underground scene history, described in the 
Northern Soul section. The clubbers continue to attend and enjoy the clubs as 
the crowd has the same taste and similar subcultural capital to them, and the 
production of new music means that they do not get bored of the music. This 
high enjoyment means the mass media still cover the scene, though this does 
not bring many tourists in because the population is low. As the clubbers gain 
very high levels of subcultural capital their very low range of tastes and range 
of subcultural capital means they start to assess some crowd members and 
music lower, and eventually leave the scene. Their high subcultural capital 
means they will not change their tastes far from their subgenre's sound and 
so do not go on to produce new subgenres as the House clubbers did. This 
means that the scene size declines as progressively the older members 
leave. This decrease in attendance is a mix of slow decreases as clubbers 
leave and sharp drops when clubs shut. As many members joined together 
their subcultural capital will progress together and so they will leave at similar 
times. This creates a sharp drop where several clubs shut at once, as shown 
towards the end of figure 9.14 above.
The Emergence of Jungle
The final aspect of this history to look at is the birth of the new genre, which 
corresponds to Jungle in the target. There is data on this history which was 
discussed in chapter 8 and so the development of the new genres can be 
compared to the target, which splits into the four subculture growth phases 
identified.
Figure 9.21 shows the mean playlist values over this period which overviews 
how the different sounds and subgenres develop. This shows that the central 
House scene of sound 50 has declined to one club and the number of clubs 
for the two subcultures has also declined. The decline of the middle House
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sound highlights the split in tastes in the scene between the two subgenres 
and can be compared to the split in the target scene between those preferring 
the faster and darker beats which went on to become Jungle and those 
preferring the traditional euphoric aspects of House. This model only allows 
these subgenres to develop on a linear scale, so only two directions in 
musical difference is possible, whereas in reality there are a variety of 
elements of the music that could be adjusted, for example drum beats, bass 
lines vocals etc.
This run was chosen because it modelled the target growth of the House 
genre and its subgenres well, but it follows a divergent history when modelling 
the development of the new genre. In the target the Jungle genre separated 
from the House scene and started its own distinct media communications, 
whilst the House media continued covering the developing scene and 
subgenres. In the simulation the new genre most like Jungle is covered by 
what was the traditional House radio and a new radio opens to cover the 
traditional House sound and newly emerging subgenres. As such the labels 
for the radio coverage shown in figure 9.21 show the sound that each radio 
finished covering, rather than the sounds that they had covered previously. 
This demonstrates one aspect of the confusion in labelling subcultures and 
subgenres, as the media can change its focus from its traditional one to 
remain popular.
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Figure 9.21 : Mean playlist of DJs for round 200 to 600.41
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DJs advertise on radio stations whose mean sound is within their range of 
tastes. As the sound taste of the scene has broadened, DJ’s tastes get further 
away from the mean radio sound and so now DJs whose tastes are outside of 
the scene’s sound advertise on a new radio station. The failed radios are 
examples of this, the clubs advertising on these try to open and play a new 
sound, but do not attract a regular audience. The mean playlist value is 
misleading here as the taste of these DJs is around 25, but these pioneers do 
not yet have the records to match their tastes. The first successful club 
advertising on a new radio station is of about sound 70 in about round 350. 
This occurs just after the last club of the similar sound subgenre has closed 
and so the DJ’s taste is now a long way from the radio’s mean sound. Whilst 
this club is fairly short-lived it completes the fracturing of the scene into two
41 Colour scheme not continuous from figure 9.15.
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genres, the mean sound of the radio that had started covering the House 
sound at 50 is now the subgenre at 40. As this scene declines the radio 
covers the emerging Jungle scene and moves further away from its roots.
The Jungle scene developed in 1991 at the club Rage, which was a room 
situated within the nightclub Heaven, which was a predominantly House club. 
It was started by two younger DJs Fabio and Groove rider who had come from 
within the House scene. They developed the new sound by playing some of 
the faster beat House records and using live sound altering techniques to 
create the new sound. The attendees of this club were a mix of younger 
audience new to clubbing and some older ones who felt disillusioned with the 
wider House scene.
The chart below shows the familiar macro pattern of subculture growth by 
DJs’ attendance from the simulation. As the House scenes mature and 
became isolated from new members the tourist population starts to increase. 
The low population of tourists in the previous stage means that only a few 
clubbers will react against them to move into what will be the Jungle sound 
space. These will start making records but the low number means that the 
clubs they launch do not take off. More potential junglists are created as 
tourists who attend low subcultural capital clubs initially and become clubbers, 
then attend higher subcultural capital ones and dislike them, change their 
tastes. Their low subcultural capital means that they have a wide range of 
tastes and so change their tastes further away from the House subgenre 
sound. This means that the Jungle sound is further away from the House 
subgenre sound, than the House subgenres sounds are from House sound. 
This explains why House’s subgenres were mainly started by older scene 
members and why the new Jungle was start by new clubbers, as described in 
the data.
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Figure 9.22: Attendance by DJ for clubs on the Jungle radio station
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In a similar fashion to the development of subgenres the playlist of the new 
DJs starts close to the House sound, as the DJ use the records they have in 
order to develop a new sound. It moves further away as the DJs and the new 
scene’s artists develop records of the sound they want. Once started the 
scene attracts tourists through word of mouth, many of whom go on to 
become clubbers (because of the low subcultural capital of the attendees). 
The new club then follows the progression of gestation, growth, spurt and 
decline as described above, though at a lower level as the population of 
tourists is much smaller than when the House scene started.
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In conclusion this model produced a variety of different histories which 
describe theoretically possible developments of the House music genre and 
subculture. The history most similar to this target history was selected and the 
two compared to validate the model. This found similarity at the macro and 
micro level for the two periods that the patterns in levels of attendance could 
be identified: the rise of the House and Jungle scenes. The simulation gave 
insights into the possible development of the House subgenres, a period 
where there is only limited qualitative accounts available. These descriptive 
quotes could also be applicable to the simulated histories which provides 
further support that the model’s assumptions are correct.
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Chapter 10: Discussion and Conclusions
This final chapter presents a critical discussion of the work undertaken and 
summarises what has been learnt. This is analysed in terms of the study of 
genres and subcultures and the application of a social simulation 
methodology. The results are presented in an order which reflects the 
methodology used. The aim of the ‘history friendly’ methodology is to utilise 
the data to develop a model which can recreate the target history. The 
validation process then involves a comparison of the target and simulated 
histories and an assessment of how similar they are. So the model is a 
hypothesis of how the target system may work and the validation an 
assessment of this hypothesis. Therefore it is in the model development stage 
that insights into the target systems are developed. These are then assessed 
in light of the findings from the simulation.
The structure of this chapter reflects this; the first section begins by looking at 
the process of developing the model from the data and literature and 
summarises the assumptions made. The second section then considers the 
assessment of the two simulations and discusses what has been learnt and 
what can be applied to a wider understanding of subcultures and genres. This 
leads onto a discussion of the ‘history friendly’ social simulation methodology 
and the complexity theoretical framework the project was framed with. The 
third section looks at how the simulation could be developed and what future 
work this project could lead to. The final section returns to the House model 
and looks at its possible use for predicting future popularity of music genres.
Developing the Simulations
The first stage in developing the model was the analysis of the literature on 
genres and subcultures. This section describes the insights gained by 
approaching this analysis with the aim of developing a social simulation and 
using a complexity theory framework. It concludes with a summary of the 
assumptions derived from this analysis that are formalised in the model.
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Conceptualising genres and subcultures through a simulation/complexity 
framework has resolved some of the issues in the literature. By viewing 
genres as an individual’s representation of the relationship between musical 
texts, based on their individual, but similar histories, their fuzzy, overlapping 
nature can be accounted for. By looking at genre definitions through the eyes 
of various actors, rather than directly as researchers, an understanding of how 
and why these different views are held is gained. The conclusions from this 
discussion argue that an individual’s perspective of music genres is related to 
their familiarity and experience with a musical area, as these increase, so 
does the precision of the generic terms used. So an expert would use specific 
subgenre titles, whilst an amateur would use broad umbrella terms. This was 
formalised in the model into range of tastes, which meant agents liked a 
decreasing range of music as their knowledge increased.
This approach was also beneficial in the study of subcultures. Recent 
scholars have criticised the traditional labelling of subcultures for implying a 
fixed set of characteristics, used by a fixed group of individuals, who all had 
the same interpretation of their meanings. The application of a complexity 
approach means that these groups can be seen as Complex Adaptive 
Systems, with the label referring to the whole whilst the internal structure 
changes. This allows these groups to be viewed as having a fluid membership 
over time and its members having heterogeneous perspectives and tastes.
The subcultural label still applies to the group as members come and go and 
new styles/tastes/behaviours are added to the group’s repertoire. The 
important aspect is the continuing history of the group’s styles and the 
individual’s perspective about the group they belong to and how they relate to 
other members. In the model this was shown as subgenres were developed 
by individuals who have a history of listening to the genre it derived from, and 
whose tastes had not moved that far from the original genre. In comparison 
new genres were developed by individuals who had little history of 
involvement with other genres and whose tastes/sounds were further away 
from existing ones.
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The theories developed by the Chicago school, Bourdieu and Thornton were 
crucial in the development of this model. These enabled assumptions to be 
made about the interactions of individuals, based on their status relationships, 
which were not easily apparent in the data. The assessment of these theories 
against the data provided support for them, as they can explain the patterns in 
the data. The work from the Chicago school describes the social process of 
how individuals, with no access to status, could apply status to new activities 
in which they participated with others of similar circumstances. Bourdieu’s 
work developed the theme of status relationships and some aspects of his 
broad work on social behaviour was utilised. He argues that behaviour from 
any cultural field can be analysed with reference to status relationships. His 
work rejects art and culture as having a universal ‘truth’ and argues for a 
social function of all aspects of culture. He coined the term cultural capital to 
describe the knowledge and experiences gained in cultural fields, and argues 
that social grouping and class formation are defined by the individual’s level of 
this. This creates a hierarchy of taste with those actors having the most 
cultural capital acting as taste legitimisers to those with less.
Thornton studied House subcultures and applied much of Bourdieu’s theory 
to them. She emphasised the importance of internal hierarchies and status 
differences between participants in these subcultural groups. She describes 
these with the term subcultural capital, a development of Bourdieu’s concept 
of cultural capital, with the knowledge and skills it refers to now being 
associated with a specific subculture. This breaks the knowledge it refers to 
into specific fields of cultural and social activity. Within this thesis subcultural 
capital is defined as the knowledge, skills and experience gained from 
participation in events of a certain taste area. An individual’s level of 
subcultural capital is unknown, but indicators of it can be displayed socially, in 
the form of behaviour and possessions, to signify its level. The simulation only 
allows for agents to be involved with one cultural field, but in reality actors can 
be involved in many and it is suggested that the various amounts of 
subcultural capital they have in these fields combine to make up their cultural 
capital.
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The procedure of developing the model involved working between the data, 
the literature and the model. The theoretical descriptions were assessed by 
their ability to describe the observations. This enabled the theories which best 
described these social processes to be identified and used. In parallel the act 
of formalising these processes into the simulation gained further insights into 
how they might work. This approach challenged some of the theory and led to 
the development of new assumptions.
The most interesting assumption to be challenged in the process of 
developing the model was that agents want to associate with those of similar 
levels of subcultural capital. The original assumption, developed from the 
theoretical literature, had been that agents prefer to associate with those of 
higher subculture capital than themselves. This would create a dynamic 
where the higher status individuals create new fashions, as they try to 
distinguish themselves from those of lower status who are copying them. But 
the analysis of the empirical data found that this was not the case. Instead 
actors associated with others of similar subcultural capital levels and wanted 
to distinguish themselves from those with both higher and lower levels.
The assumption that agents want to associate with others of similar levels of 
subcultural capital works in parallel with the assumption that subcultural 
investment in a taste area limits the amount that the agent will change its 
taste. The combination of these means that it is now the lower status 
individuals who are the most explorative in new ways to express their tastes, 
whilst the higher status individuals are more concerned with redefining their 
taste area. Further support for this was found in the simulation which 
successfully modelled that the House subgenres were developed by 
individuals with higher subcultural capital, whilst the new Jungle genre was 
developed by individuals with low subcultural capital.
To summarise the following assumptions were derived from the data and 
drive the dynamics of the model.
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• Sound and taste can be represented on a linear interval scale, with 
distance measured between them.
• Liking for a record decreases with repetition.
• Agents gain knowledge and experience about a scene the more they 
participate in it, labelled as subcultural capital.
• As agents gain subcultural capital their tastes become increasingly 
exclusive and the range of music that they like gets narrower.
• Agents want to associate with others of similar tastes.
• Agents want to associate with others of similar subcultural capital.
• Agents will adjust their tastes away from those of individuals that they 
do not rate.
• Changes in taste are limited by the agent’s investment in subcultural 
capital, so agents with low subcultural capital will change their tastes 
more than those with high.
Model Results
Models of the dynamics of the Northern Soul and House subcultures were 
developed for this thesis and both were validated against the data. As 
discussed in chapters 7 and 9 there is a high qualitative similarity between the 
model and the information on the target systems at both the macro and micro 
level. This enables us to strongly conclude that they both successfully 
modelled the target systems. However it is not known if they are the only 
models which can model these features, or the best. The fact that the models 
were developed from the data and that the micro level rules of interaction 
were developed from both theoretical and empirical sources supports the 
claim that the macro level similarity was created by similar micro processes: 
rather than creating macro level similarity without any micro similarity.
Northern Soul
The Northern Soul simulation was developed as a stepping stone towards the 
full subcultural development model. This case study was chosen because 
there was a low enough level of production in its history for production to be 
excluded from the model. This enabled the model to focus on the
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relationships between individual’s taste and subcultural capital. To 
summarise the results of the Northern Soul experiments, the model produced 
two histories, underground and mainstream, of which the mainstream 
histories captured the properties of the target system. This can be seen in 
figures 10.1 and 10.2 below, which show the target attendance figures and 
the simulated ones. Note that the target data is a ‘clean’ estimate of 
attendance, whilst the simulated data contains the ‘noisier’ simulated data of 
club attendance. This shows that the main macro level features of the target 
were simulated, starting with a slow increase, maintained at a stable level in 
the gestation phase. Then there is an increase in attendance in the growth 
phase, which is notably longer in the simulation. Then both graphs show a 
sharp increase in the spurt phase, with the simulation peaking earlier than the 
data. Finally after a sharp decline a low but stable level is observed.
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Figure 10.1: Estimated attendance of central clubs across the Northern Soul
scene's history.
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Figure 10.2: Simulated attendance of all clubs across the Northern Soul 
scene’s history.
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The micro processes which produced the macro level similarities were also 
similar to those described in the literature. In the model a process labelled 
‘subculturalisation’ occurred, where agents with broadly similar tastes became 
a group with identical tastes and a high involvement in the scene. This 
process was created by three positive feedback processes, indirectly 
specified in the model’s assumptions. It was assumed that the more an agent
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enjoyed an event the more it would change its tastes towards that of the 
group, and that an agent enjoyed the event more, the more similar its taste 
was to that of the group and the music. This creates a process where agents 
become increasingly similar in tastes to each other and so enjoy the events 
even more. Operating at the same time as this the more the agents enjoy an 
event the more likely they are to go again, so the frequency an agent is 
attending these events increases, speeding up the process of tastes become 
more similar. Finally as the crowd and music changes from having randomly 
dispersed tastes to become increasingly similar, the distance between an 
agent’s tastes and the crowd’s decreases. If an agent likes that taste/sound 
their assessment of the crowd and music will become increasingly high as its 
assessment is based on its view of all the music and fans.
The growth phase of the model is noticeably shorter than in the target. It is 
suggested that this is because the start of the growth phase is triggered by 
the demand by clubbers being greater than the available club capacity. In the 
target it was reported that the club capacity was often exceeded, which would 
keep the demand for new clubs lower for longer and so increase the length of 
the gestation phase and shorten that of the growth one. Furthermore there 
were no data available on the attendance at periphery clubs in the target and 
so the simulation may be a better reflection of the true history than the 
summarised data, with short-lived periphery club(s) increasing the attendance 
in the history before the opening of the longer lived ones. This is an example 
of how a simulation can generate hypothesis about a social system, in this 
case that there were several short lived periphery clubs in this period, and this 
could stimulate further qualitative research to find out if this was indeed the 
case. The results from the simulation suggest that the increase in attendance 
in the growth phase was caused by the increase in the number of clubs, 
allowing active clubbers regular attendance to a club, rather than an increase 
in the number of additional members joining the scene.
In the spurt phase the media reporting on the scene created a large increase 
in attendance, but a low increase in the number of clubbers. This was caused 
by the high difference in subcultural capital levels making the subculture
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unattractive to newcomers wanting status. The mass media also had the 
effect of driving the more experienced clubbers away from the scene as they 
tried to distinguish themselves from the tourists. In the model the length of the 
time the mass media reported on the scene was tuned to drive out most of the 
originals and then stop (to replicate the target). Whilst experimenting with this 
it was found that increasing the time the mass media reported on the scene, 
beyond where the higher subcultural capital members left, increased the 
enjoyment of visiting tourists. This meant that more joined the scene and 
underwent subculturalisation, effectively creating a new scene.
The result of the mass media driving out the older members meant that once 
it stopped reporting on the scene there were few clubbers left who wanted to 
regularly attend the clubs. This created another period of reorganisation as 
clubs open and shut to match current demand. This settled into a low, but 
stable attendance, as the scene continued with existing members, but did not 
draw in any new ones. This corresponds with the target as the scene 
continues to this day and this continuation allows older members to return to 
it. From this it can be concluded that subcultures where members have a high 
level of subcultural capital become increasingly less accessible to 
newcomers, as they develop their specialised knowledge and behaviours. 
Once a subculture has become isolated from newcomers it will only exist 
while the original members maintain interest. However, once these members 
have all left then their tastes’ become available to new members to pick up, 
allowing a resurgence in the subculture, albeit with different members.
In conclusion the Northern Soul model captured the main features identified in 
the target system. The simulation modelled how a subculture can initially grow 
if it attracts actors of low subcultural capital and broadly similar tastes. The 
analysis identified the process of subculturisation, where actors develop 
increasingly similar tastes and start attending events regularly to create a 
scene. It showed that if the members of this scene developed high levels of 
subcultural capital then it would stop attracting new members and remain as 
an isolated group, until eventually all would leave. Where the simulation 
differed from the target it raised questions about possible shortcomings in the
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data and suggests questions for further research. The validation of this model, 
and the process of social comparison and taste changes which created these 
dynamics, provides support for the assumptions in the model. This enabled 
them to be used in the more complex model of the House subculture and its 
subgenres.
House: Subcultural dynamics
The House model aimed to replicate the development of the House music 
scene in the UK, and by doing so develop understanding of the dynamics of 
subcultural groups and their associated tastes. The model was developed 
from the Northern Soul one and included the additional methods of 
production, through-flow and raves. The parameters were adjusted to model 
known features of the scene, the most important of which was the modelling 
of the mass media as searching for a scene and so reporting on it earlier, 
rather than waiting for it to grow big enough to attract their attention.
Three stages of the simulated history produced by the House model were 
identified and analysed. These were the growth of the House genre, the 
development of subgenres and the rise of Jungle. The first stage was the 
growth of the House music genre and subculture which followed the pattern of 
gestation, growth and spurt described above. This matched the macro and 
micro data used to describe the target scene and it was concluded that the 
modelling of these known facts was a success, providing further support for 
the assumptions.
Growth of House
The influx of tourists in the spurt phase made the House clubbers with higher 
subcultural capital change their tastes away from the House scene, but limited 
to a degree by their investment in the House sound. These agents went on to 
develop new subgenres. The combination of through-flow restocking agents 
with similar tastes and the mass media reporting on the scene earlier meant 
that the mass media did not destroy the central House scene and members 
continued attending. But the presence of tourists meant that most had started 
liking the club less and so attending less frequently. Once the mass media
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stopped reporting on the scene, and hence the tourists stopped attending, 
they start liking the clubs again and attendance rose.
As clubbers returned to the scene they self-organised into clubs based on 
their levels of subcultural capital. This was caused by agents preferring clubs 
where the crowd is made up of others of similar subcultural capital; as agents 
experienced these clubs their preference became for the one where the crowd 
was made up of agents most similar to themselves. This took time to happen 
and depended on the club choices of agents each week. The greater the 
spread of the subcultural capital levels of the attendees, the lower the 
likelihood that anyone would enjoy it. To divide into groups based on 
subcultural capital levels there must have been more attendees of one level of 
subcultural capital. Agents with this level of subcultural capital would like the 
club, and hence come again, whilst agents with different levels of subcultural 
capital would dislike it and hence try other clubs. Once (by chance or history) 
one group had become dominant at a club there would be more agents with 
similar levels of subcultural capital trying new clubs and so more chance that 
agents with this level of subcultural capital would come to dominate another 
club and so lock-in to attending it. This means that it is difficult to predict 
which club will become a favourite with which group. The differences between 
the crowds at clubs in the Northern Soul scene are an example of this, as 
journalist Stuart Cosgrove observed “the Mecca ... was where the people who 
were connoisseurs went... the kinda snobbier end of the scene ... Wigan was 
about wearing the uniform” (Levine 2003:Disc 2 00.59.34)
This process occurred through self-organisation, by agents making 
independent decisions about which club to attend, rather than a top-down 
decision maker telling the agents which club to go to. This process occurred 
as long as agents can attend their first choice of club; if the demand for clubs 
exceeds the number of clubs then the crowds start to become mixed, which 
can disrupt this organisation.
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Development of Subgenres
After this the history moved into the second phase, subgenres, where the 
scene fragments, but continues to grow. There is not clear macro level data 
on this phase, due to the fragmentation process and the inclusion of the new 
subgenres in the House scene, so the simulation was validated against 
qualitative observations of the scene by participants in it. A similarity between 
these accounts and the history produced by the simulation was found. The 
simulation also provided insights into how this process occurred and the 
reasons behind it.
The new subgenres were developed by the original House clubbers with mid- 
level subcultural capital, who had changed their tastes away from the tastes of 
the influx of tourists created by the mass media in the spurt phase. This is 
similar to the target where new subgenres such as Ambient and Progressive 
House were pioneered by actors who had previously been participants in the 
original House scene. These clubbers had mid-levels of subcultural capital, so 
they had not invested so heavily in their tastes that they would not change 
them, but had enough investment that they would only change them to 
something fairly similar to the original House music42. The higher subcultural 
capital levels of these agents meant that they were more likely to make new 
records which reflected their new tastes, and once they had enough of these 
records one would open a new club. The independent, but similar, reaction to 
the tourists means that there were enough agents to support these new clubs. 
These first clubs played a mix of new records and House ones closer to the 
new tastes. Once the first club started the DJ began to get records from other 
artists, so the House records were discarded and the subgenre’s sound 
moved further away from the original House sound.
The average subcultural capital of the crowd at these events was decreasing, 
so they became more accessible to agents. This was caused by new tourists 
joining and the older one’s subcultural capital levels decreasing, as they 
adopted the new taste. The new subgenres were still part of the House scene
42 Agents with high subcultural capital would only change their tastes slightly and so still go to 
the House clubs, increasingly dislike them and eventually leave the scene.
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and advertise on the same radio station. But now the House label referred to 
all the tastes advertised on the radio station, which included three subgenres; 
the original House one and the two new subgenres. This occurred in the 
target scene and is an example of the process whereby the label for an 
original subgenre can become an umbrella genre label referring to a widening 
range of music. This range has a historical connection to the original genre. 
The two dimensional representation of sound space meant that the model 
could only develop a maximum of two subgenres, whereas in the target more 
variations similar to the original House sound were possible and tried.
The high enjoyment of the subgenre clubs triggered the mass media to report 
on the scene again. This advertised all the clubs on the House radio station 
and, because there were more House clubs at this stage, more tourists, who 
were randomly choosing from the available clubs, went to the House clubs. 
This had a similar effect to the decline phase, as it drove the higher 
subcultural capital members out of the scene and the middle range to the new 
subgenre’s sounds. Tourists attending the House subgenre clubs did not join, 
as the subcultural capital difference was too high, whilst those attending the 
new subgenres did join as the difference was lower. This had the effect of 
increasing the demand for subgenre clubs and more started to open, whilst 
simultaneously the demand for House clubs declined and so clubs were 
shutting. Gradually the balance shifted, so there were more clubs from both 
subgenres and more new tourists attended these. The new subgenres 
attracted new tourists who would not join the House scene because their 
tastes were too far from the House sound, but were closer to the new 
subgenres. This is an example of the development of new taste areas 
encouraging a different crowd to attend the clubs.
The House subgenre and then the subgenres declined in attendance over this 
period for two reasons. First there were no new tourists of similar tastes to join 
and, second, because the subcultural capital difference between members 
and potential members got too high for new members to join. As the size and 
enjoyment of the scenes slowly decreased the mass media stopped reporting 
on them. This allowed the tourist population to increase and the scene to
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reorganise into clubs based on broad levels of subcultural capital as 
described above. The scene continued, as existing members still enjoyed the 
clubs, but gradually declined as the members with higher subcultural capital 
slowly left.
Rise of Jungle
This situation enables the creation of the new genre, Jungle, for slightly 
different reasons than the rise of the subgenres. As the subgenres in the 
House genre become mature their crowd’s level of subcultural capital 
increased. As previously described, the attendees of the clubs self-organised 
according to their levels of subcultural capital and so for a period the lowest 
level clubs were still introducing new clubbers into the scene. If these go on to 
attend the higher level subcultural capital club, through the random choice of 
clubs when their preferred club was full, then they would change their tastes 
away from this scene. Because these agents had low investment in their 
current taste and a high difference in subcultural capital level between 
themselves and the scene’s mature members, they would change their tastes 
further away from it. These agents had a limited involvement with the umbrella 
House scene, which they were trying to differentiate from, and so the new 
genre starts a new history, rather than being seen as a developing part of the 
House scene.
This did not occur in the subgenre phase as the mass media reporting on the 
scene meant tourists were attending all clubs randomly, so the higher 
subcultural capital clubbers reacted against the tourists and developed 
subgenres. This kept the subcultural capital level of members of the scene 
down and so most new clubbers enjoyed the scene and did not want to 
differentiate themselves. Further these clubs had not had a chance to self- 
organise into the subcultural capital levels required to bring agents into the 
scene and then bring them into contact with members with very high 
subcultural capital.
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Gradually the number of clubbers developing the new Jungle genre increased 
and they made records of this sound, though this happened more slowly than 
for the subgenres, as the actors had lower subcultural capital. When one of 
these gained enough records, of a sufficiently similar sound, then they tried to 
open a club. If the population of clubbers with similar tastes grew large 
enough for this new club to gain sufficient attendance to survive, then a new 
genre was created. As with the subgenres, the DJs started by playing a mix of 
records they had made and ones from the House subgenre whose sound was 
towards that of the new genre. As more records were made and supplied to 
the DJ then the sounds of the records played moved further away from the 
House subgenre and reflected the new tastes of the new crowd. This was 
mirrored in the Jungle case study where the originators of this scene started 
within the House scene, but quickly developed an independent scene from it. 
Similarly they started using House tracks and distorting them towards their 
own, faster, tastes and gradually played records made specifically for the new 
scene.
The scene associated with this new genre then grew similarly to the Northern 
Soul and House genres, through the gestation phase into growth, spurt and 
decline. The attendances increased initially as the new taste appealed to 
tourists whose tastes were further from the House sound and the tourist 
population had grown, as the umbrella House scene had stopped attracting 
tourists. New attendees went through the process of subculturisation to 
become members of this scene, until the subcultural capital difference 
becomes too high and new membership declined and then halted. The 
environment this scene developed in is different to the initial House and this 
affected its growth. There were fewer tourist agents to become involved with 
the scene, and because of this the peak size of this scene was not as large as 
that of the initial House scene. There were other active scenes so agents 
changing their tastes away from this scene would become involved in other 
scenes, creating clubs with new mixes of levels of subcultural capital.
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General features of Subcultural development
This work has identified several features of subcultural growth which apply to 
the target systems. The following section presents these findings as broader 
descriptions of the social phenomena that these findings would predict in 
specific taste environments. Further research could challenge or support 
these by finding similar historical circumstances and comparing the histories 
with these predictions.
• The development of a new taste area requires a technological 
innovation to enable its exploration.
• The actors who start exploring it will have low investment with other 
scenes.
• Those actors with an interest in developing the new taste areas in a 
social context will undergo a process of subculturalisation. This means 
they develop increasingly similar tastes and an increased interest in 
participating in interactions associated with this area.
• This group forms the initial subculture and creates its label and 
stereotypical behaviour.
• The subculture will grow larger, the earlier it is advertised, where the 
subcultural capital difference between members and potential 
members is small.
• If the subcultural capital gap between members and non-members 
grows too large then the growth will stop and the subculture will 
become isolated.
• The size of growth depends on the size of the potential audience of 
actors with close enough tastes to the subculture and low taste 
investments in other taste areas.
• If there is an influx of low subcultural capital actors, for example 
stimulated by the mass media, when the scene is mature it will destroy 
interest in the subculture.
• If there is an influx of low subcultural capital actors, for example 
stimulated by the mass media, when the scene is growing it will
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stimulate growth and the development of subgenres, where the 
limitations of possibilities in taste space allow.
• These new subgenres will be developed by actors who were part of the 
early development of the initial scene.
• These new subgenres are seen as part of the original scene. The 
original genre becomes an umbrella term referring to the original genre 
and any new subgenres. This umbrella term will probably take the 
name of the original genre.
• Where the members of the only active subcultures have high 
subcultural capital, actors with low subcultural capital will be more 
explorative of taste space and where possible begin developing new 
genres.
• This new genre will be seen as separate from the original genre and 
may develop further subgenres.
Validation and Simulation Methodology
The aim of this thesis was to develop a social simulation which could be 
validated and so increase our understanding of the processes involved in 
these systems. There are only two ways to validate a social simulation, to 
model a known history or to predict future events. The thesis was developed 
with validation in mind, and so a ‘history friendly’ methodology was chosen 
early in the project’s development. This approach means that the effects of 
the model’s assumptions can be assessed by comparing it to the target. The 
main problem with a history friendly approach is that a model developed to 
faithfully recreate one history may be so tightly specified that it does not tell us 
anything about the wider topic. This work addressed this problem by 
developing the model so as to allow exploration of different possible histories, 
and using the same underlying assumptions to model two different histories, 
providing further evidence that these assumptions may be applicable to wider 
systems.
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The methodology of this thesis was developed from the history friendly 
approach and utilises the main strength of it in being able to make 
comparisons between the target and model. However the level of micro detail 
that the simulation aimed to model was higher than the traditional history 
friendly approach, which uses ‘stylised facts’ of quite high abstraction. The 
approach used developed a ‘living map’ approach. This is based on a literal 
interpretation of the complexity view that if you remove/simplify part of a 
complex system you change how it operates and so lose understanding of it. 
The ‘living map’ approach aimed to identify all the parts of the target system 
and their interactions and recreate them. The rule that the only map of the 
world is the world itself still applies, so the simulation is a simplification of the 
target. But the aim was to keep this simplification to the operation of 
processes, not by high level abstraction or combining/losing features. This 
meant including all parts of the system identified in the literature in the model, 
and then, if necessary, simplifying how these operate. Interactions and the 
spread of information were modelled at the same level as that in the target. 
For example clubbers only received local information about other clubber’s 
tastes from clubbing events they attend. The only summarised macro level 
information was that which would have been collated in the target, such as the 
production of a global sales chart.
The model was developed based on the assumption that if the empirically 
described micro level features of the target were successfully modelled then 
the simulation would recreate the macro features. The history friendly 
approach means that the simulation can be validated by comparing it the 
target system. However even with a target system to compare the model to, 
the validation of any social simulation is a problematic procedure. These 
difficulties were discussed in chapter 1 and the main conclusions were that 
there is no ideal method and that a multi-modal validation argument should be 
developed. This approach has tried to embed the simulation within the data 
as much as possible to strengthen the validation argument. This was done in 
two stages, both of which are part of the validation process. The first stage 
was model formalising where the assumptions for the model were developed
from data and theory. The second stage was assessment where the model 
and the target are compared at the macro and micro level.
Formalising
The process of developing a theoretical description of a social process into a 
formal programming method is a difficult one. Methods of describing social 
processes can be simply divided into two types: qualitative descriptions and 
some, rare, aspects of a social system which already use mathematical 
functions. The latter can be mapped directly into a simulation, where mapping 
is defined as creating a scaled or simplified version of the target which 
operates using the same parts and calculations as the target. An example is 
the record sales charts in this model and target. In the target, record sales are 
counted and ranked in order of magnitude and in the model sales are counted 
and sorted in a ranked order. Though even here the mapping is not perfect, 
as in the target system not all record sales count towards the charts. When 
formalising social processes the aim is to recreate functioning of the 
processes in the simulation so they operate similarly to that of the target. For 
example, for the chart it was assumed that a perfect chart of all sales was 
similar enough to the one produced in the target.
The development of social processes which are described qualitatively into a 
simulation is even more difficult, and most aspects which are modelled are of 
this type. There are no inherent mathematical features or formal operations to 
map into a simulation. The researcher needs to use the tools of programming 
to create a process whose output behaviour is similar to that observed in the 
target. This is a creative process rather than a mapping one. It is the output 
behaviour which aims to be similar, but it is acknowledged that the underlying 
calculations creating this behaviour are not.
Programming these processes uses logical and mathematical operations to 
make calculations which then output different simulated behaviours. This 
involves the specification of social attributes into variables and there has been 
concern (for example Agar (2003)) that the researcher is applying numbers to 
variables which have little meaning, for example the representation of
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subcultural capital as a number in this model. This is using a number to 
represent the skills and experiences an actor has developed over its life. The 
actual value is meaningless, what is important is its use in the simulation; how 
it compares to other agents’ subcultural capital, and how this triggers 
behaviour. This is why a percentage scale was used, because it is easier to 
program using a 0 to 100% scale.
The aim is to use the tools available to recreate the operating of the social 
process as understood. Human behaviour is not created by formal 
calculations and so any formalization will not be the correct mapping of the 
underlying cause of the behaviour. However with these tools it is possible to 
specify processes which recreate similar behaviour to our qualitative 
examples and this is how we should assess our models and their methods. It 
is known that actors do not make a comparison of their own and others 
subcultural capital scores, but the data states that the behaviour of many was 
to associate with those of similar experience and disassociate from those of 
different age and experience. The model aims to recreate the behaviour of 
actors using the tools available, so the behaviour is similar, whilst 
acknowledging the underlying calculations are not.
Assessment
An innovative methodology was used to choose which run was selected for 
the comparison with the target. The different types of histories produced and 
their frequency from many runs was presented, to give an overview of the 
types of scenarios produced. It is suggested that these describe different 
ways in which events could have unfolded. From these the history which most 
closely resembled the target one was chosen for comparison and validation.
It was argued that this was not fitting the model to the results for the following 
reasons. The summary of the simulated histories showed that this run was 
one of a type and so the model created other similar histories, which could 
also have been chosen. It seem likely that if one could rewind time and replay 
it again that a different event or events could lead to a new chain of events, 
producing a different history. Support for this comes from the work on Chaos
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theory which has shown that even small changes in initial conditions can 
change the outcome, this idea has been popularised in the term ‘butterfly 
effect’. Only the actual happening of these events can find which occurred, so 
a good simulation should be flexible enough to model the various possibilities, 
otherwise it is only retelling the same events in the same way as rereading a 
novel will always tell the same story. Finally it is argued that these series of 
events are history dependent, that is what has occurred previously effects 
events and decisions now. So when comparing a simulated history to a known 
one, if there are differences at any point then the comparison of later events is 
problematic, as they do not share the same past. This means that there are 
more likely to be differences between later events, and, even if they are 
similar, the different histories mean that this might not be caused by the same 
reasons.
There are two main ways in which the similarity of the simulation to the target 
was assessed, a comparison of the processes and a comparison of the 
outputs. For the former a description of the programmed methods is 
compared to a qualitative description of its counterpart target process and the 
reader can judge the similarity43. For ease of presentation in this thesis these 
are given in separate chapters. The initial data on Northern Soul contains 
examples of the phenomena that are described as methods in the next 
chapter and the later House analysis chapter contains further descriptions of 
these phenomena for this different scene.
The second type of comparison is an assessment of the ability of the methods 
developed to replicate the behaviour described. This can be a direct 
numerical comparison or a more difficult qualitative to quantitative 
comparison. The former is achieved by running all or part of the simulation 
and making comparisons between the numerical outputs of the model and the 
numerical frequencies in the data. These can be at the macro or micro level, 
for example frequencies of clubbing behaviour can be calculated at the micro
43 Ideally this would be between the code and the description, in case the implementation 
differs from the description, but space limitations and the fact that the reader is unlikely to 
understand the specific programming language make this unreasonable.
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level (how often an agent attends clubs) or at the macro level (the number of 
agents attending a club each week). Where possible these can be compared 
directly to numerical data from the target. If the source data is reliable, 
accurate and the scales can be matched then a goodness of fit can be 
calculated using statistics. Unfortunately this was not possible with this 
project. Where the scales are different and/or the data is an approximation 
then the patterns of distributions can be displayed and similarities and 
differences observed and described. The levels of attendances of clubs in this 
study was estimated data and the Northern Soul example above compared 
these two distributions.
To make comparisons between quantitative simulation output and qualitative 
descriptions is more difficult and requires some inventiveness. In this case 
outputs describing the dynamics of the simulation were compared to the 
general descriptions of target processes and quotes from actors observing 
these trends. If the qualitative description accounts for the simulated output as 
well as the target history then this provides evidence supporting the validity of 
the model. An example is the quantitative description of the source of DJ’s 
records in these simulations compared to qualitative accounts of the records 
played at a club in the data. Further examples of this type of comparison used 
are summaries of the type of actors at clubs and how much actors enjoyed 
the club at different periods. These comparisons do not provide the scientific 
support of statistical analysis, but they provide a bridge between these 
qualitative and quantitative worlds and increase the strength of the validity 
argument.
Another significant achievement strengthening the validity argument is that 
the same simulation was used to model the histories of two different 
subcultures in two different time periods, with only a few plausible changes to 
the parameters.
Assessment of this methodology
This researcher found that the task of modelling a dynamic social system, 
such as subcultural development, in a validatable way, is a very large one and
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when assessing the simulation methodology the number of stages and time 
required to complete them should be borne in mind. This simulation 
methodology has four main stages -  literature review, collection and 
secondary analysis of qualitative data, development of simulation and 
analysis of the simulation. These stages are all time consuming and the 
circular nature of the simulation development means that they may have to be 
continually revised (as previously noted this project stopped the development 
process when a ‘good enough' model was developed, but could have 
continued refining the model indefinitely). The process of development, as 
opposed to conducting some research and analysing the data, make the 
research longer, but has the advantage of flexibility, enabling aspects to be 
explored and included or discarded as they are continually reassessed.
The extra stages in the methodology mean that the researcher has to have 
three different skill sets, the analysis of qualitative data, the development and 
programming of a simulation and the qualitative analysis of the simulation 
results. Whilst this makes for an interesting and challenging project which 
combines modern research techniques this again adds to the project’s time. A 
traditional approach only has to use one skill set and it is easier to develop a 
detailed analysis of one approach than switching between them. For example 
a much easier thesis would have been to simply extend the analysis of the 
target subcultures into four chapters. But this would not have had the 
advantages of the simulation methodology previously discussed, particularly 
the ability to explore the effects of assumptions on the system and validate 
findings by comparing the simulation’s dynamics to those of the target.
Future Work 
Model analysis
Further work could be undertaken with the model. The different histories 
presented in Chapter 9 should be further analysed; this would provide 
descriptions of the different histories that this model can produce and provide 
explanations for their different dynamics. This would develop the
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understanding of the model and the conclusions that can be drawn from it. 
Presumably the different histories relate to how the subcultures grow and 
change the environment for future subgenre and genre development. Similarly 
the end stages of the model, when sound space had been explored once, 
should be formally analysed.
The model was developed with a large number of parameters which it was 
hoped to analyse formally, but there was not enough time. This is a fairly 
common problem with simulations with many papers detailing the parameters 
included in the model, but not presenting the results of varying them. The 
methodology used gave the author a working knowledge of the independent 
effects of each parameter. But a formal analysis of the parameters would be 
able to present any interesting effects as results and look for any interaction 
effects of combined changes in settings. However the huge number of 
possible combinations makes this an enormous task and one difficult to 
assess. If the aim was to find the best fitting model then a guided fit approach 
such as a GA could be used. To look at the effects of different parameter 
settings is more difficult. The aim would be to look for differences between 
runs with various settings, and, as can be seen, it takes quite a lot of 
information to describe the model’s features which would be required to 
identify any differences. Further the stochastic, path dependant nature of the 
histories produced make it difficult to assess if these are causing any 
differences identified or the different parameter settings. This task is difficult, 
but would improve understanding of the model.
The time constraints on this large project meant it focused on modelling the 
target systems. Future work could explore the effects of different assumptions 
on the model by programming these as different methods and comparing the 
model outputs with different versions and the target. For example an 
important aspect to explore is the agent’s preference for others of the same 
subcultural capital level. Different strategies were informally compared as the 
model was developed. But a formal comparison of the rejected strategies 
could provide further evidence that they do not describe the target system’s 
behaviour, as well as providing supporting evidence that the one implemented
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could. The model could also be progressively simplified, to try to find the 
simplest model which would describe the data. However this means the micro 
level validation is lost.
There are many ways in which the model could be developed. Each method 
of the model was developed from a simple starting concept to operate 
similarly to its counterpart in the target world. They were developed to a point 
where the model was considered ‘good enough', but could be taken a lot 
further. All aspects of the model could be improved, for example the way taste 
and subcultural capital are modelled, selective doorkeepers and 
geographically specified agents and clubs. The development of these aspects 
would improve the overall micro detail of the model.
One example is the radio stations in the House model. To keep it simple the 
difference between the leaflets in the Northern Soul history and the pirate 
radio stations of the House scene is simply modelled as an increase in the 
word-of-mouth parameter. But there are some important differences between 
radio and leaflets which it is hypothesised would have increased the size and 
speed of growth of the House genre’s development. Pirate radios directly 
advertise the music, rather than indirectly describe it, as written accounts such 
as traditional leaflets do. This means that as well as advertising events the 
radio stations serve to introduce the listener to the music and so can positively 
influence their tastes prior to attending events. More Tourists could go on to 
become clubbers, as by listening to and enjoying the pirate radio station the 
process of subculturalisation would begin, and the knowledge of the scene 
gained would give them some initial subcultural capital.
Two important aspects which are missing from this model, and most of the 
theories presented in chapters 2 and 3, are ability and wealth. In this model it 
has been assumed that subcultural capital is gained equally from experience. 
This is alright as an abstraction, and models most of the way subcultural 
capital is gained, but there are some problems with it. The way individuals 
gain subcultural capital can be divided into experience (as modelled) but also 
items and skills. Most items identified as expressions of subcultural capital,
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such as records and clothes, are purchased. This means that different levels 
of subcultural capital can be bought depending on the individual’s wealth. 
Similarly the skills identified as expressions of subcultural capital are 
reflections of abilities, many of which are learnt. Individuals must have 
different speeds at which they can learn and differ on the highest levels they 
can achieve.
Future Applications
One of the main aims of this thesis was to develop a simulation that could be 
validated. Having validated it with a case study the assumptions which drive 
the model could be developed into an abstract form. These could then be 
reapplied to different cultural fields, taking into account their specific features. 
If successful this would provide further evidence in support of the theory, and 
if this could be done for various temporal periods it would further reinforce the 
idea that these are common characteristics of human cultural development. 
The abstraction of the theory would also allow further experimentation with 
aspects of the model. For example different implementations of sound space 
could be examined, such as different sizes, dimensions and edge constraints. 
Further features of sound space could be specified, for example different 
levels of subcultural capital to be gained from different taste areas.
There is a wide range of possible cultural fields which this approach could 
model. This could begin with further applications in music, such as the 
development of music styles following the invention of the electric guitar.
Other examples for the arts could look at the development of styles and 
techniques by various artistic movements or schools, viewing styles as tastes 
and artistic movements as subcultures. Similarly in the field of literature the 
development of genres by groups of authors could be explored. As the quote 
by Jenkins below indicates these principles of development could be applied 
to any cultural field. It might even be possible to explain religious and science 
beliefs within this framework.
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Each field of possibilities -  be it popular music or gardening -  offers 
a sufficient range of relationships of similarity and dissimilarity ... 
which allows the comprehensive expression of basic social 
differences (Jenkins 1992:142)
House Music On and On
As mentioned earlier a second method of validation is by the model 
successfully predicting the future. So far the analysis of the model has been 
restricted to the development of the target scenes of House, its subgenres 
and Jungle, as this is what can be validated. The simulation also modelled the 
continuing history of music scenes and taste development in a situation where 
the possibilities of taste space had been explored. These are not based on a 
target but are predicted by the model developed from the target. This final 
section looks at what the model predicted for this development and compares 
it to observations of contemporary scenes. This is not a true prediction, but a 
matching of a simulated history created to the events that transpired. First a 
brief word about how sound space was modelled and the limitations it implies.
Modelling sounds and taste on a linear scale is clearly very simplistic, but it 
has modelled the main features of the target and the relationship between the 
subgenres which developed. The sound space in the model was limited, so 
once it had all been explored then the agents’ only option was to return to 
areas which had already been explored. Their adoption of these then depends 
on the current state of the scene, if any. This limitation of taste space would 
seem to reflect the recent history of the music scene, as post-Jungle there 
have not been any new technological developments which enabled the 
opening up of new possibilities for sound development, such as the electric 
guitar or turntables. However there has been a continued improvement in 
sound quality and production techniques. This means that time is important as 
a record of a certain sound recorded at one point in time would sound 
different to a record of the same sound made later in time. An example of this 
is the new Northern Soul records produced by Ian Levine decades later,
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which were criticised because their production on (then) modern recording 
equipment meant that sounded different to the originals.
In the model, sound space was looped to create a closed space without any 
‘walls’ past which agents could not change their tastes past. This seems 
unrealistic as agents continually changing their tastes away from House will 
eventually return to the House sound! In hindsight a ‘walls’ approach might 
have been more appropriate, as this could represent the end of possible 
development in that direction. For example a feature of Jungle music was its 
much faster beats than House music and even faster music has been 
developed, for example Dutch Gabba. But there is a technological limit to the 
fastest beat that can be created and a physiological limit to the fastest beat 
that can be heard as a separate beat, not a constant sound. Another 
alternative would be to experiment with an infinite sound space.
These considerations aside, this final section briefly looks at how the agents 
in the House simulation run discussed earlier continue exploring sound space. 
Figure 10.3 below shows the sound of the various subgenres in the 
simulation, with each line representing the mean playlist sound of a DJ. This 
shows that the sounds developed fan out from the original seed sound of 
House, as subgenres and genres are developed. This also shows that within 
this widening space new sounds are developed and the interior of this space 
is continually explored. This compares nicely to the stylised genealogy 
presented in chapter 9 and shown again in figure 10.4 for comparison. Here 
similarly the exploration of sound space fans out from the original sounds and 
new subgenres of various sizes develop within it. The size of the scenes is 
depicted by the size of the text whilst in the simulation the number of DJ’s 
lines indicates the size of the scene providing further similarity.
The new subgenres are of three types. The ‘dots’ are created by new DJs 
who do not gain enough attendance to maintain a regular event. Single lines 
are where a DJ achieves a regular attendance but does not attract the mass 
media, creating an isolated subculture as previously described. Multiple lines 
are examples of popular subcultures which attract the mass media. This chart
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also shows that at about round 800 there is a resurgence of interest in these 
scenes. The Jungle and bottom House subgenre continues with broadly the 
same sound as previously, whilst the top House subgenre has split into two 
sounds, one closer to the original House sound.
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Figure 10.3: Mean tastes of DJ playlist across the simulation.
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Figure 10.6 shows the size of the agent population and the size of each class 
for the period of the simulation. It is interesting to note the varied, but overall 
growth in number of clubbers across the history, corresponding with the 
gradual increase in the number of people involved in clubbing in the UK, and 
the increase in the length of time people are staying involved in these scenes 
as commented by (Ramnath 2003). As the number of clubbers increases so 
does the number of subgenres, so these attendees become split over a wider 
range of tastes. This would suggest that unless a new taste space is enabled 
by technology no one scene will become as large as House, unless the 
population gets so high that there are many scenes that large. The number of 
clubbers approximately rises and falls in waves. Each wave can be seen as a 
generation and is created by scenes rising in popularity and exploring taste 
space before the subcultural capital of the members prevents further joining. 
Then there is a period of lower membership as the older members of these 
scenes leave, the tourist population increases and the new taste areas are 
explored. These waves are made up of attendees of different scenes and it is 
interesting that starting from one scene the timing of the rise and falls of 
several scenes remains synchronised.
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Figure 10.5: Population of agent classes across the simulation.
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As discussed earlier the macro level labels of genres and subcultures tend to 
remain the same, whilst the scene they refer to changes underneath. Figure 
10.6 shows the radio stations for House (dark blue) and Jungle (grey). These 
radio stations have continued across the simulated history and provide a 
continuation of the scene, even though the sounds of the scenes they are 
advertising have changed, as has the audience.
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Figure 10.6: Attendance by radio station for the run’s history.
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The rounds have been scaled to years to facilitate the comparison of 
simulated events to known ones. This figure shows that there is a resurgence 
in popularity of both genres at about 2006/07. The model predicts a renewed 
interest in these scenes and this corresponds to the recent re-emergence of 
the House scene in the UK as commented on by DJ Dave Seaman below. 
This quote provides an insider’s view of the scene which supports the findings 
of this thesis and concludes the work.
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So, it's finally confirmed, rave is back. That is that Vogue magazine 
has listed it amongst it's Top 10 trends for 2007. Yes, we are 
officially "Back in Vogue"! Of course, we all know it never really 
went away. Despite what the trendsetters would have you believe, 
genres of music don't just disappear. They just go back 
underground, regroup and enter a new phase of creativity. But as is 
the fickle, circular nature of fashion, you're never hot for very long 
... But after recent events where Fedde Le Grande's 'Put you're 
hands up for Detroit' went to number one in the UK pop chart 
closely followed by Bodyrox 'Yeah Yeah' at number two, there is 
much cause for optimism in our beloved scene that we're entering a 
new era of critical and commercial success. Just remember, don't 
get too carried away but always live the dream. Acid House is 
dead, long live acid House!
Dave Seaman, Superstar DJ, 05/02/07 (Seaman 2007)
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